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MODERN ART AND
POPULAR CULTURE
BY KIRK VARNEDOE AND ADAM CDPNIK
Sinceits beginningsin the late nineteenthcentury,
modern art has had an extraordinaryopennessto
popularculture—to stylesand imageryderived,for
example, from newspapers,advertisements,car
toons,and graffiti. Thisstrikingand richlyillustrated
volumeisthe first encompassing
historyof that cen
tury-longdialoguebetween"high" and "low." In it,
Kirk Varnedoeand Adam Gopniktrace the key ex
changesthrough which artists haveexpandedthe
languagesof art by taking up styles and forms
found outsidethe usualprecinctsof the museum;
theyshow how thoseexchangeshaveconstantlyre
defined for us the relationshipbetweenthe private
imagination and the shared energies of public
communication.
High and Low beginswith the Cubistsand their
contemporaries,who first directlyincorporatedinto
art elementsfrom advertisingand the popularpress,
and then takesthe storyof this dialogueup through
the pastdecade,in which the imageryof consumer
societyhas been of central importanceto younger
artists.The book establishes
the lineagethat flows,
for example,from Picasso'scollagesthrough the
poetryof paperremnantsin Kurt Schwittersand Jo
seph Cornell—and beyond them to such recent
work with publicwordsasthe electronicsignboards
of Jenny Holzer.At the same time, each chapter
emphasizesthe irreduciblesingularityin the coun
terpoint individualartists have created between a
found styleand an originalvision.
By pursuingthe internal historiesof the popular
culture that modern artists encountered,we can
see, with a new clarity,the ways in which those
artists have been inspired by the innovationsof
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With this catalogue and the exhibition it repre
sents, AT&T celebrates 50 years of formal associ
ation with the arts.
That association is founded on our belief
that communication is the beginning of under
standing. That refers, of course, to the technol
ogy that lets information loose on the world. But
it also refers to the arts, which color that world
from a uniquely human perspective.
It is that gift of expressionand its promise of
understanding that prods our support. It is the
illumination of our own ignorance that fuels the
search.
The arts, after all, exist not to explain, but to
question. To unearth not the answers, but the
possibilities. To remind us not of what we are,
but what we can be.
R. E. Allen
Chairman of the Board
and Chief ExecutiveOfficer
AT&T

"High and Low: Modern Art and Popular Culture"
continues a tradition that has been important to The
Museum of Modern Art throughout its history: the
matic exhibitions that examine the fundamental prem
ises of modern art, and link the innovations of its
pioneersto the explorations of younger, contemporary
artists. This kind of exhibition is particularly demand
ing, and the present project, so ambitious and hetero
geneous in its scope, was only made possible by the
dedication of an extraordinary number of individuals
and institutions, to whom I expressvery warm thanks.
The exhibition was conceived by Kirk Varnedoe,
Director of the Department of Painting and Sculpture,
and by Adam Gopnik, staff writer and art critic for The
New Yorker. Kirk Varnedoe assumed the directorship
of Painting and Sculpture in August of 1988. He had
already proposed this exhibition as a project to be
accomplishedat a later date, after he had settled into
his new responsibilities.For compelling reasons,how
ever, the exhibition's schedule was substantially
advanced. Mr. Varnedoe
accepted this change with
admirable grace, even
though he knew the in
tense pressures it would
entail. We were very for
tunate that his collabora
tor, Mr. Gopnik, who had
helped to develop the ini
tial plan for the exhibition
and was exploring some
of the issues it would
pose, was also prepared
to accelerate his work to
meet these difficult dead
lines. The commitment of
time and thought Mr.
Gopnik made to realizing
this project is as impressiveas the critical judgment, in
telligence, and insight he brought to it.
It is an enormous tribute to Mr. Varnedoe's profes
sional discipline, energy, and organizational skill that
he could balanceso effectively his heavy new duties as
Director of Painting and Sculpture and the more than
full-time task of preparing an unusuallylarge and com
plex exhibition and catalogue. He managed to do so
without any compromise of the high standardsof per
formance, of intellectual rigor and aesthetic sensibility
which we have come to expect from him. Despite far
too many extra hours of work in late evenings, early
mornings, and on weekends, he also maintained his
customary humor, composure, and civility.
It was clear from the outset that if this complex and
challenging conception was to be realized in the prop
er fashion, the Museum would require as its partner in
the enterprise a corporate sponsor with both courage
and vision. Very substantial resourceshad to be com
mitted to a project that promised to be demanding
and somewhat unorthodox, and which involved taking

risks. Happily,AT&T responded to this prospect in the
best spirit imaginable.
The year of the exhibition's opening, 1990, marks
the fiftieth anniversary of AT&T's patronage of the
arts, which began with sponsorshipof The Telephone
Hour on radio in 1940. In the history of its involvement
with the arts, AT&T has evidenceda particular concern
to promote and foster communication, in the deepest
sense of that word. Its present leaders recognized in
"High and Low" an effort to chart some of the most
important linkages between seemingly disparate sec
tions of modern society,and between the flights of the
modern individual imagination and a broader sphere,
encompassing both day-to-day life and technological
progress in our era. They accorded us exceptionally
generous funding for the exhibition's many expenses,
and furthermore undertook to sponsor the series
of events by performance artists that accompanies
the show. In addition, AT&T provided Kirk Varnedoe
and his staff with a computer network to facilitate
management of the wide
array of researchdata and
documentation the show
required.
For this invaluable spirit
of support and of part
nership, we extend our
warmest thanks to Robert
E. Allen, Chairman and
Chief Executive Officer;
Marilyn Laurie,Senior Vice
President, Public Rela
tions; and R. Z. Manna,
Corporate Advertising and
Event Marketing Director.
Zack Manna, with whom
we have had the pleasure
of working on other pro
jects as well, has been an essentialliaison between our
institution and AT&T. We owe him an immense debt
of gratitude for the enthusiasm he showed from our
first discussionsabout this exhibition, and for his active
cooperation at every stage of its preparation.
The responsivenessof lendersis the most crucial ele
ment in an exhibition like this one. We were able to
avail ourselvesof their generosity to borrow so many
major works because of an insurance indemnity pro
vided by the FederalCouncil on the Arts and the Hu
manities. As so often in the past, we deeply appreciate
the advice and assistanceof its Indemnity Administra
tor, Alice M. Whelihan.
It is our hope that the exhibition, and this publica
tion, will throw new light on a central concern of mod
ern artists of yesterdayand today, and in so doing will
fully reward the faith in this project of all who have lent
their support and encouragement.

FORE W RD

Richard E. Oldenburg
Director, The Museum of Modern Art

This exhibition project has called upon, and has re
ceived in extraordinarymeasure,the goodwill, cooper
ation, and assistanceof artists, museum professionals,
archivists,collectors,and dealersaround the world, as
well as colleaguesin every part of the staff of The Mu
seum of Modern Art. In most of the remarksthat fol
low, I will be speaking not only for myself but also for
Adam Gopnik, the co-author of this book, and the codirector of the exhibition "High and Low: Modern Art
and Popular Culture," in acknowledging these diverse
contributions.
In the initial stagesof the endeavour, my colleagues
took a leap of faith, in agreeing to commit both floors
of the Museum's special-exhibitionspace, as well as
many of the institution's resources,to the idea of a
thematic exhibition dealing with the interchanges be
tween modern art and popular culture. They also
showed great forbearance in licensing us to define
this idea (which has broad ramifications in all pha
ses of modern creativity, including architecture,
film, and photography) in
the narrower terms that
concerned painting and
sculpture — a narrowing
that we hoped would
serve to focus on the is
suesat hand in the sharp
est and most telling
fashion. The first person
to thank in this regard is
Richard E. Oldenburg, Di
rector of The Museum of
Modern Art. He has been
fully supportive, from the
moment of the exhibi
tion's proposal through
every phase of the devel
opment of the show and

of the work of the Museum's Deputy Director for De
velopment and Public Affairs, Sue Dorn, and of John
Wielk, Manager of Exhibition and Project Funding. I
also appreciate the careful attention given to the con
tractual aspect of this relationship by our General
Counsel, BeverlyWolff. And in this, as in many other
matters related to this exhibition, a great debt of
thanks is owed to JamesSnyder, Deputy Director for
Planning and Program Support, who has been con
stantly attentive to every aspect of the project.
A crucial part of the support from AT&T was the so
phisticated AT&T computer system provided, early on,
to the staff working on the exhibition. This StarLAN
system was enormously valuable in expediting all our
work, and among the many individuals at AT&T that
worked hard to get our network up and running—as
well as to help train our staff in its use—we particularly
thank Stratos Colman, Sloan Weitzel, Arthur Salvadore, and GenevieveDudley for their assistance.
Also near the beginning of the exhibition's prepara
tion, we were pleased to
have the commitments of
both The Art Institute of
Chicago and the Museum
of Contemporary Art, Los
Angeles, as the venuesfor
the show's tour. James
Wood, Director of The Art
Institute of Chicago, and
RichardKoshalek,Director
of the Museum of Con
temporary Art, have been
strongly supportive, and
have proved valuable part
ners in this enterprise. We
are grateful, too, for the
help given us by their cu
rators, Charles Stuckey in
Chicago, and Paul Schimmel in Los Angeles.
Though the subject of the exhibition appeared
broad and general, its successfulelucidation depended
on obtaining the loan of a very specific list of masterworks. Yet given the conditions of recent years— esca
lating art prices, and steadily more frenetic activity on
the international exhibition circuit— such loans have
become increasinglydifficult to obtain. This is especial
ly true for a thematic exhibition which requires the
kind of irreplaceable works many museums would
normally consent to lend only to a monographic show
dedicated to the artist in question.J am therefore par
ticularly grateful to the museums and collectors who
responded positively to our entreaties for loans, even
when the granting of such requests required that ex
ceptions be made to long-standing restrictions. The
Trusteesof the Tate Gallery,London, and that institu
tion's Director, Nicholas Serota, kindly made such
an exception, as did Suzanne Page, Director, Musee
d'Art Moderne de la Ville de Paris; Prof. Dr. Werner
Schmalenbach, Director, Kunstsammlung NordrheinWestfalen, Dusseldorf; and EvanTurner, Director, The
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its publications. He was also subjected to many pres
suresthat were properly my own burden. He shielded
me from them, and has been a constant source of
sympathetic encouragement. For their crucial concur
rence in the beginning premisesof the project, I also
wish to thank Riva Castleman, Deputy Director
for Curatorial Affairs, as well as the Directors of the
other curatorial departments—John Elderfield, John
Szarkowski,Stuart Wrede, and Mary Lea Bandy—and
the members of their departments who comprise the
committee on exhibitions.
At the risk of repeating Richard Oldenburg's Fore
word, I wish to thank AT&Tfor an act of faith as well. I
am particularlygrateful to Zack Manna, Corporate Ad
vertising and EventMarketing Director, for his enthusi
astic opennessto the concept of this show, and for his
help in obtaining the funding necessaryto realize it in
the best fashion; I appreciate as well the positive re
ception and helpful comments offered by Marilyn Lau
rie, SeniorVice President,PublicRelations.It hasbeen a
pleasureto work with them, and that experience has
been made all the more easyand productive because

Cleveland Museum of Art. In each case, the extra
measureof generosity has permitted a special master
piece to enhance the quality of the exhibition, and we
are most grateful.
This debt is redoubled in the case of those who
made multiple loans to bolster different parts of the
exhibition. Among these latter I should cite particularly
the PhiladelphiaMuseum of Art and offer specialgrati
tude to Anne d'Harnoncourt, Director, as well as to
Ann Temkin, Curator of Twentieth-Century Art, for
their patience with my many requests, and for allow
ing rarely lent works of the highest quality to be a part
of this exhibition. Gerard Regnier,Director of the Musee Picasso,Paris,and PauleMazouet, Curator, gener
ously consented to send severalkey works by Picasso.
Christian Geelhaar,Director of the Kunstmuseum Ba
sel, and Dieter Koepplin, Director of its Kupferstichkabinett, also showed great kindness in allowing us to
borrow a number of key Cubist works. Requestsfor
such works, many of which had only the year before
appeared in William Rubin's landmark exhibition "Pi
cassoand Braque: PioneeringCubism," were especial
ly difficult to honor; we are also grateful to JeanHubert Martin, Director of the Musee National d'Art
Moderne at the Centre Georges Pompidou, and Isabelle Monod-Fontaine, Curator, for agreeing to lend
us once again major works by Picassoand Braque, as
well as a significant list of other rarely lent paintings
and sculptures by modern masters.I would also like to
thank Jean-Hubert Martin for the spirit of collegial co
operation in which he worked with me to consider
how best to resolve possible conflicts between "High
and Low" and his own, partially parallel project for an
exhibition on modern art and advertising.
Thanks are also owed to Wim Beeren, Director, Stedelijk Museum, Amsterdam; Rosa Maria Malet, Di
rector, and Teresa Montaner of the photograph
department, Fundacio Joan Miro, Barcelona; Katharina Schmidt, Director, Stadtisches Kunstmuseum,
Bonn; Douglas G. Schultz, Director, Albright-Knox Art
Gallery, Buffalo; Siegfried Gohr, Director, and Evelyn
Weiss, Chief Curator, Museum Ludwig, Cologne;
Richard Brettell, Director, Dallas Museum of Art; Julia
Brown Turrell, Director, Des Moines Art Center; James
Cuno, Director, Hood Museum of Art, Dartmouth Col
lege, Hanover, New Hampshire; Norbert Nobis, Depu
ty Director, and Dietmar Elger, Curator, Sprengel
Museum, Hannover; Dominique de Menil and Walter
Hopps of The Menil Collection, Houston; Earl A.
Powell III, Director, Maurice Tuchman, Curator, and
Judi Freeman,AssociateCurator of Twentieth-Century
Art, at the LosAngeles County Museum of Art; Masaharu Ono, Curator, The National Museum of Art, Osa
ka; Philippe de Montebello, Director, and William
Lieberman, Chairman of Twentieth-Century Art, The
Metropolitan Museum of Art, New York; J. Carter
Brown, Director, and Jack Cowart, Curator, National
Gallery of Art, Washington, D.C.; Duncan Robinson,
Director, Yale Center for BritishArt; and Mary Gardner
Neill, Director, and SashaNewman, Associate Curator

of European and Contemporary Art, Yale University
Art Gallery.I am especiallygrateful to Ms. Neill and Ms.
Newman, not only for their help with works from their
collection, but also for their assistancewith requests
from the Yale Center for BritishArt, and for their coop
eration in our request to borrow the Claes Oldenburg
sculpture Lipstick. ProfessorDonald Quinlan, Master of
Morse College, Yale University, and the students of
Morse College, are also to be thanked for allowing Lip
stick to leave its normal emplacement for several
months.
While our relationship with institutions such as these
may permit us to reciprocate their generosity in the fu
ture, we have made perhaps even more difficult de
mands on the many private collectors who have lent to
the exhibition, and we owe them our most profound
gratitude. Among them we would especially thank
S. I. Newhouse, Jr., for the several loans to which he
agreed, and for his support of the show in general. I
also wish to expressparticular thanks to those lenders
who made the extraordinary gesture of sending us
once again Cubist works that had previouslyappeared
in "Picassoand Braque," or paintings by Andy Warhol
that had been included in the Museum's recent retro
spectiveof the artist: PeterLudwig, Irving Blum, Robert
and Meryl Meltzer, The Estateof Andy Warhol, and an
anonymous collector. For their help in working with
other private lenders, thanks are also due David
McKee, JamesCorcoran, and PaulaCooper, as well as
Werner Spies, who was particularly supportive in his
cooperation with our effort to obtain Max Ernst col
lages. To all the lenders, including those not named
specificallyhere, goes our warmest gratitude, for mak
ing the exhibition possible. (A list of the lenders ap
pears on page 453.)
Both in regard to loan requestsand in seeking infor
mation about the availability of works, we depended
on the kindnessof a great many people. The personnel
of the auction houses Sotheby's and Christie's were
particularly cooperative, and we are grateful to Chris
topher Burge and Michael Findlayof Christie's, as well
as to David Nash, John Tancock, Anthony Grant, and
Marjorie Nathanson of Sotheby's. Heiner Bastian also
provided help that was greatly appreciated, as did
Angela Westwater and Gian Enzo Sperone. Special
thanks is owed Jeffrey Deitch, both for his liaison work
with private lenders and for his generous help with
matters of valuation. In this latter regard, we once
again called as well on the help of Ernst Beyeler,and
appreciated his prompt attention to our queries. Alexandr Lavrentiev, Joe Walker, Chris Ursitti, and Paul
McGinnis also assistedin a very valuable way with mat
ters central to our representation of the Russianavantgarde.
One of the great pleasuresof the preparation of the
show involved dealing with a number of the artists
whose works were central to its theme. RichardHamil
ton was a generous host at his home outside London,
and ElizabethMurray graciously helped with our selec
tion of works and with research. We also appreciate

the aid of Saul Steinberg,and of Alexander Liberman.
Cy Twombly was a valuable friend of the project, and
enriched it by key loans. Jasper Johns and Robert
Rauschenbergwere similarly responsive to our re
quests for works from their collections. In two cases,
we were fortunate to have accessto the studios and
files of artists in New York, and this was of immeasur
able help. The cooperation of Roy Lichtenstein, both
by lending and by assisting our research into his
sourcesin comic-book illustration, was unstinting and
greatly appreciated. Claes Oldenburg and Coosje van
Bruggen were wonderfully patient with many de
mands for access to notebooks and collections of
ephemera, and offered information and criticism that
helped shape our understanding of the work. Sarah
Taggert, Jasper Johns's assistant, Patricia Koch, Roy
Lichtenstein'sassistant,and DavidPlatzker,assistantto
ClaesOldenburg and Coosjevan Bruggen, helped us a
great deal in all these matters, and we thank them, as
well as DavidWhite, curator for Robert Rauschenberg,
for the aid they provided.
The researchunderlying this exhibition has led, not
only to artist's files and to expected sources in mu
seums and libraries, but also into areas less familiar
to most art historians, in the worlds of advertising,
graffiti, and comicsespecially.In these territories, chas
ing down references, photographs, and documents,
we have depended on the guidance of many friends,
old and new. In our work on the Michelin company
and its avatar Bibendum, we were initially aided by Sir
Terence Conran, whose firm now owns the former
Michelin headquarters in London. Through the co
operation of Sir Terence,we were put in touch with
the stained-glassfirm of Goddard & Gibbs, who craft
ed, on commissionfrom Michelin especiallyfor the ex
hibition, a replica of an original 1910-11 Bibendum
window (see the frontispiece, p. 2). Jean-PierreVuillerme, of Michelin, S.A., was the key person who sup
ported the firm's cooperation with our project, and we
are deeply appreciativeof the help he gave, as well as
of the archival assistanceoffered by Albert D'Arpiany
in Clermont-Ferrand,and of the help provided by Mi
chel Bonny of the Michelin office in London.
In the researchon early twentieth-century journal
ism and photographic ephemera, we very much ap
preciate the assistanceof Maurice Guibert, of L'lvre
d'Antin in Paris,and of Andreas Brown, of the Gotham
Book Mart in New York. Michel Melot of the Bibliotheque Nationale, and Marie de Thezy and Christina
Huveof the Bibliotheque Historiquede la Ville de Paris,
were also very helpful, as were: Wendy Schadwell of
the New-York Historical Society; Bonnie Yochelson
and Terry Ariano of the Museum of the City of New
York; Margaret Lucharsof the Cooper-Hewitt Muse
um; RichardHill of the New York Public Library; Leslie
Furth, Associate Curator for Researchat The Phillips
Collection, Washington, D.C.; and the staffs of the
Print Divisionof the New York Public Library,Butler Li
brary and Avery Libraryat Columbia University,and St.
Mark's Library at the General Theological Seminary.

Outside of these institutions, a great many individuals
also helped guide research, and direct us to soughtafter materials. Among these, we offer our gratitude
to Jeffrey Weiss, Gertje Utley, Michelle Facos, MarieAline Prat, Arline Meyer, Susan Cooke, Mitchell Merling, and Bruce Altschuler, as well as to Elizabeth
Childs of the State Universityof New York at Purchase,
JamesL. Coen of Columbia UniversityBusinessSchool,
and Miyeko Murase of Columbia University. Aimee
Brown Priceof the City Universityof New York, Benja
min H. D. Buchloh of the MassachusettsInstitute of
Technology, William Camfield of Rice University, and
Leo Steinbergof the Universityof Pennsylvaniaall gen
erously shared with us information pertaining to their
specialscholarlyknowledge. An extra note of thanks is
also due Emily Braun, for alerting me to, and helping
me resolve,a problem in her field of expertise.
In the area of comics and cartoon illustration, we
were blessedwith the cooperation of those in the cre
ative, as well as the production and collecting, do
mains of the business.Both Garry Trudeauand Robert
Crumb were generous with their time and knowledge,
and several of the draftsmen associated with D.C.
Comics in the early 1960s—John Romita, Joe Kubert,
Irv Novick, Bernard Sachs,and RussHeath— provided
us with invaluable insights into that world. Historians
of comics, including Maurice Horn, JoyceBrabner(her
self a comics artist), Catherine Yronwode, and Richard
Marschall,editor of Nemo, all lent their support. In the
pursuit of original editions of the appropriate comics,
we had help from Arnie Koch of Golden Age Express,
and the collectors Mark Hanerfeld and Mike Tiefenbacher. Researchinto the archivesof D.C. Comics was
greatly assisted by Joe Orlando and Angelina Genduso; we also thank Michael Wolff and Tony Silverfor
their cooperation with this special part of the exhibi
tion project.
Similarly,our work with the subject of graffiti was
helped by the photographer Henry Chalfant, and by
the interviews we were able to have with the former
subway graffiti writers who work under the profes
sional names A-One, Lee, Crash, and Daze.
In addition to Mr. Chalfant's documentary images
of graffiti, we also depended on the work of several
other photographers. Bryan Burkey, Jim Strong, Rick
Dingus, and Ken Kirkwood all produced photos that
contributed to the catalogue, and FranqoisSautour of
the photo agency Roger-Violletin Parisprovided addi
tional help. At the Museum, we put heavy demands
for photography on our own Department of Rights
and Reproductions, and owe great thanks to Richard
Tooke, Mikki Carpenter, Kate Keller, and Mali Olatunji for responding to these demands in exemplary
fashion.
There is virtually no part of the Museum which did
not feel, at one time or another, the pressuresof this
exhibition; and the realizationof both the show and its
catalogue would not have been thinkable without the
smooth, committed cooperation of a great many peo
ple in all corners of the institution. Closest to home,

the demands of research,documentation, and organi
zation put a heavy strain on those who work most
closely with me, and on others in the Department of
Paintingand Sculpture. LisaNadel, ExecutiveSecretary,
took charge of the vast amounts of typing and filing
necessaryto keep loan correspondence functioning
properly, and handled foreign phone calls with special
diplomacy; after her departure, Helen Selsdon as
sumed these duties in exemplary fashion, and Joanna
Watsky also assistedin this crucial area. Cora Rosevear,
AssociateCurator, and Judith Cousins, ResearchCura
tor, lent special help with works from the Museum's
collection, and Lynn Zelevansky,Curatorial Assistant,
was of invaluable aid in matters that overlapped with
her work on the "Picasso and Braque" exhibition.
Carolyn Lanchner also provided valuable assistancein
dealing with severalsensitiveloans, and with questions
relating to her expertise in the work of Miro. I owe a
particular debt to Anne Umland, Assistantto the Direc
tor, who not only did a thousand things to keep the
exhibition project on track, and bore the brunt of our
entry into the computer age, but who organized the
businessof my office in such a fashion as to allow me
to keep focused on the show, and at the same time to
maintain the day-to-day management of the Depart
ment. Her can-do attitude and impeccable efficiency
helped preservesanity even in the most stressful mo
ments, and I am deeply appreciative.
The myriad responsibilitiesthat attended the collect
ing, crating, shipping, and receivingof the works to be
included in the exhibition came to rest on the desk of
Carrie DeCato, the Registrar of the show. We were
lucky indeed to have her experienced, professional
hand at the tiller. Her careful, admirably thorough con
trol of all these tasks was aided by Eloise Ricciardelli,
and by Aileen Chuk, Ramona Bannayan, and Mary
Klindt. The insurancearrangements surrounding trans
portation, and countless other matters related to the
proper functioning of the exhibition, fell to Richard
Palmer,Coordinator of Exhibitions.Working with Eleni
Cocordas, Associate Coordinator of Exhibitions, and
with his assistant Rosette Bakish, Dick fulfilled his job,
as he has so often, in the heat of countless upsets and
menacing deadlines, with the most unflappable pro
fessional calm and astuteness.
Drawing on the resources of the Museum's own
collection, both for loans and for documentation, we
have been admirably propelled along in our work by
the support of colleagues in the Library,including the
Director, Clive Phillpot, JanisEkdahl, Hikmet Dogu, Eumie Imm, and Terry R. Myers; in the Department of
Photography, Peter Galassi,Susan Kismaric, and Lisa
Kurzner; in the Department of Prints and Illustrated
Books, Wendy Weitman; in the Department of Archi
tecture and Design, Robert Coates; and in the Depart
ment of Drawings, Beatrice Kernan. Specialthanks are
owed to Magdalena Dabrowski of the Department of
Drawings, not only for help with material in her
charge, but also for her aid with loans from Russia.
In all questions pertaining to the conservation of

works in the exhibition, we have benefited from the
keen eyes, sound advice, and skill of those in our De
partment of Conservation. Antoinette King, Director
of the department, has been of great help, and we
also extend particular thanks to Conservators James
Coddington, Carol Stringari, and Karl Buchberg, and
Associate Conservators Anny Aviram, Pat Houlihan,
and Lynda Zycherman.
If the handling of objects is the most tangible and
immediately physicalpart of the work of an exhibition,
perhaps the least tangible—yet crucially important—
aspect of such a project is the dispersalof information
about it. Without the proper organization of press in
formation and photographs, an enormous part of the
exhibition's intended impact would be lost. For getting
out the word, and for their careful attention to the
best presentation of the show on all fronts, great
thanks are owed to Jeanne Collins, Director of Public
Information, and to JessicaSchwartz, Associate Direc
tor, as well as to the other members of that depart
ment, including Jennifer Carlson, Edna Goldstaub,
Christopher Lyons, Hilarie Sheets, Julie Zander, and
Victoria Garvin.
Shaping the impact of the exhibition on the visiting
public is also, in areas of critical importance, the re
sponsibility of the Department of Education. It has
been a pleasureto work with PhilipYenawine, Director
of Education, and with Emily Kies-Folpe,Museum Edu
cator, SpecialPrograms,in the preparation of the wall
texts, exhibition brochure, and surrounding educa
tional programs that do so much to help guide the
Museum's visitors to the best appreciation and under
standing of the ideas and artworks the exhibition
presents.
The presentation of the exhibition itself has been in
the talented hands of Jerry Neuner, Production Man
ager. Jerry's consummate professionalism, his keen
grasp of the requirements of different objects and
ideas, and his relentlessresistanceto any form of de
spair or panic, combine with his considerable creative
talents to make of him an ideal collaborator in exhibi
tion design. This exhibition has presented especially
challenging situations with regard to diverse materials
and the need for subtle juxtapositions, and I am deeply
grateful for his help in clarifying its presentation.
Thanks, too, to his assistants, Karen Meyerhoff and
Douglas Fieck,for all that they contributed.
Turning from the show itself to the publications sur
rounding it, I convey my gratitude to Ellen Harris, Dep
uty Director for Financeand Auxiliary Activities, for her
patience in the face of the extreme delaysthat attend
ed the writing of the catalogue texts, and for her con
stant readjustments in the face of mounting pressures.
I have appreciated her efforts to rationalize the pub
lishing process, and to arrive at a book that would
servethe show, and the Museum, in the best fashion.
The editing of the texts has been the work of James
Leggio, and I am grateful to him for a closeand helpful
reading as well as for his characteristicallyscrupulous
attention to matters of quality. The complexities of

dual authorship and the large scope of the manuscript
placed extreme demands on all involved, and he has
borne the brunt of those demands. In the face of these
exceptional pressures,he nonethelessdedicated him
self to an unimpeachablythorough command of every
phaseof the editing process,and did a remarkableand
much appreciatedjob of saving the book from count
lesserrorsthat continually threatened its fabric. On the
side of illustrations,quality control has been the task of
Tim McDonough, and he has conquered this task with
quiet, flawless aplomb. His calm hand in the project,
and my knowledge of the high standards he always
upholds, have been the source of great reassurancein
hours of darknessduring the long months it took to
produce the book. Steve Schoenfelder designed the
book, and I cannot say enough regarding my admira
tion for his ability, and regarding the joy of working
with him. Laboring under unusual constraints, Steve
has consistentlysolved every problem and responded
to every challenge. He has been open to all sugges
tions, but finally firm in his own vision as well, and the
resultshave been made to look, by one of his patented
miracles,as if these words and pictures somehow fell
together naturally. Steve's work has been overseen
and assistedby Michael Hentges, Director of Graphics,
in the best spirit. Michael and Gregory Gillbergh have
also taken charge of the graphics for the exhibition's
installation, and of coordinating all printed matter per
taining to it. They have done an excellent job, and it
has been a pleasureto work with them.
In addition to the catalogue at hand, other publica
tions will also accompanythe exhibition. Most notably,
a volume titled Modern Art and PopularCulture: Read
ings in High and Low, with contributions by nine au
thors, will be co-published by The Museum of Modern
Art and Harry N. Abrams, Inc. I am grateful for the
work done on that volume by Harriet Beeof the Muse
um's Department of Publications,and I am especially
in the debt of Joan Pachnerfor the intense burst of
work she contributed, on short notice, to rescue the
volume from dire last-minute problems. The book
could never have been brought to completion without
her saving intervention at a crucial point. Further infor
mation about the contributions of the nine authors,
and of the work of those responsible for producing
that companion publication, may be found in its own
Acknowledgments.
A brochure guide to the exhibition will also be pub
lished, in the form of a newspaper.This guide, as well
as the exhibition display's reproductions of the pages
that Cubist artistssaw, and used in their works, around
1912-14, were made possiblethrough the generosity
of The Star-Ledger of Newark, New Jersey.We are
deeply grateful to Mark W. Newhouse,Vice President,
for the time and resourceshe has committed to both
of these projects, and for the excellent work done by
his technicians.
In addition to the guide to the exhibition, a separate
brochure will also appear, to introduce the series of
performances arranged to accompany the exhibition

and organized by RoseLeeGoldberg. I am grateful to
RoseLeefor accepting my invitation to prepare this se
ries and its brochure, and for the extensive work she
has done to coordinate an exceptionally talented
group of artists as participants. Her specialexpertise in
this area has added another dimension to the concept
of the exhibition, and I have enjoyed having her as a
collaborator in this area. The many people on the Mu
seum staff who helped with the performance series
are acknowledged in its brochure, and I add my appre
ciation for their cooperation.
I reservemy final expressionsof gratitude for those
with whom I have worked most directly, for the past
two and a half years,in producing "High and Low." If,
familiarly, "every picture tells a story," then certainly
every object in this exhibition, and every illustration in
its catalogue, has at least one, if not many, tales to
tell— of mountainous paperwork, countless phone
calls and letters, intricate arrangements, constant
cross-checking,innumerable lists, and hours of labor
beyond counting. The people best equipped to tell
those tales, and least likely to forget them, are the two
talented, indefatigable Curatorial Assistants who did
the nuts-and-bolts organizational work, and more, in
this project. Jennifer Wells took charge of all matters
pertaining to loans. Despite conflicting demands from
other exhibitions also in her care, and with professional
sang-froid in the face of numerous crises, she did an
impeccablejob of keeping track of every aspect of the
exhibition. Her sharp eye, and relentless research ef
forts, also made signal contributions to the curatorial
shaping of the exhibition in many areas. Mary Beth
Smalley oversaw the preparation of the material for
this publication, and thus assumed the burden of ini
tially setting in order our ever-changing demands for
illustrations, and of following through down to the last
details of altered footnotes and figure references.Both
Jenniferand Mary Beth have been besiegedwith tasks,
and called upon for exertions that stretched well
beyond normal hours, in order to wrestle into order a
vast amount of material. Each has done superb work,
and has well earned the professional admiration,
and warm thanks, of all who were involved in the
exhibition.
The partners Adam Gopnik and I have had in our
research have been Matthew Armstrong, doctoral
candidate at the Institute of FineArts of New York Uni
versity,and FereshtehDaftari (Ph.D.,Columbia Univer
sity). We had vast ground to cover, and little time to
cover it. These two researchersthrew themselves at
the task, scouring libraries here and abroad, pursuing
leads like detectives, locating acres of obscure litera
ture, reading and summarizing hundreds and hun
dreds of articles. The annotated bibliography in this
book gives some indication of the scope of their work,
but cannot fully convey all that we owe to them. Their
creative initiatives, and willingness to go the extra mile,
along with their never-say-diecommitment to thor
oughness and accuracy, have been the indispensable
resourcesbehind the texts of this book. Many of the

most telling discoveriesowe to their work, from Matt's
pursuit of Lichtenstein's sources and Duchamp's elu
sive urinal to Feri's in-depth recovery of the literature
on graffiti ; and much more of their work had to be left
behind in the final cuts. To them, all homage and
appreciation.
A special acknowledgment is due Lily Auchincloss,
whose generous participation made a tremendous dif
ference in helping us bring the work on this publica
tion to a successfulconclusion. I extend my warmest
personal appreciation to her for this suppport.
I thank my wife, Elyn Zimmerman, for bearing with
me through the considerable sacrifices that were

made to move this project toward completion and for
the help she gave me in focusing my ideas in the
manuscript of this book. And my concluding note of
thanks is succinct, in recognition of a debt that is
dauntingly extensive, to my collaborator and co
author, Adam Gopnik. We shared ideasand initiatives
in the conception and throughout all the aspects of
preparing this exhibition. He made it happen, and he
made it fun.

Bob Gottlieb, the editor of The New Yorker, showed,
throughout the frantic year that it took to produce this
book, extraordinary patience with what must have
seemedto him at times to be an incomprehensiblypre
occupied "Talk" reporter; I thank him for his generos
ity, for his clarity, and for his friendship. Charles
McGrath— deflator of the fake crescendo,defender of
the extended metaphor—who has for several years
drawn the extremely short straw of editing my own
contributions to the magazine, also agreed to run his
peerless pencil through my contributions to these
pages. Whatever felicities of style appear are, as al
ways, mostly his; whatever infelicities remain, mostly
mine. At The New Yorker, where several passagesin
this book originally appeared, all in very different form,
I would also like to thank RogerAngell, EleanorGould,
Mark Singer,and, especially,Alec Wilkinson, for every
thing that they have tried to teach me about style; and
Martin Baron and his fact-checkers,for everything that
they tried to teach me about truth. Other passagesin
this book also first appeared in different form at differ
ent places: at Art Journal, I thank Judith Wechsler and
RoseWeill for their editorial intelligence; at The New
York Review of Books, I thank Barbara Epsteinfor her
wit and for her reach.
In addition to seconding all of Kirk Varnedoe's
thanks to the staff of The Museum of Modern Art, and

particularly to all the people on the fifth and sixth
floors who shared the pressuresand deadlines of this
book and show, I would like to add my own special,
intense, and heartfelt thanks to Matthew Armstrong
and FereshtehDaftari.
My father and mother, Irwin and Myrna Gopnik,
taught me long ago to think about style change as a
form of social passage.I thank them for that and for all
else besides.I would also like to thank RichardAvedon,
whose wisdom, counsel, and uncompromising stan
dards are a constant source of strength, and of hope;
and Mary Shanahan, who can look at anything and
gently make senseof it all.
From the moment that he first asked me to share
this journey with him, Kirk Varnedoe has been, as ever,
an inspiring teacher, and an incomparable learner. His
contagious appetite for ideas and images and experi
ence makes him as ideal a companion as he is a col
laborator; my thanks to him go deeper, and extend
further, than I can ever say.Martha Parker,despite be
ing engaged on a professionaljourney of her own at
least as demanding as this one, still managed, some
how, to read every page, calm every fear, correct every
excess,and grace every moment.

Kirk Varnedoe
Director, Department of Painting and Sculpture
The Museum of Modern Art

Adam Gopnik

Manyof the worksreproducedin thisbook arenot included
in the exhibitionof the sametitle.A checklistof that exhibi
tion is availablefrom TheMuseumof ModernArt.
In the captions,the dimensionsof worksof art are given
first in inchesand then in centimeters;height precedes
width, which is followedin the caseof sculptureby depth.
Dimensionsfor workson paper indicatesheetsize, unless
otherwisenoted.
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topics for another day. Our interest is in forms and
styles associated with the rise of urban culture in
industrialized nations that involve self-conscious,
streetwise, or commercial— as opposed to ostensibly
"naive" — creation. Guided by what we see as princi
pal interestsof modern artists, we will look at four var
ieties of this kind of popular culture: graffiti,
caricature, comics, and the broad domain of advertis
ing, including newspaper ads, billboards, catalogues,
and salesdisplayswith their transformations of every
day objects.
Some of these forms of representation are often in
cluded in the umbrella term "mass culture," and by
adopting insteadthe word "popular" as a label of con
veniencewe do not mean to imply that there is some
thing spontaneously generated or democratically
appealing about all of this material. Advertising and
comics, for example— both clearly commercial enter
prises,making imagesfor sale or to promote selling—
are aspectsof what we might call an "overlord" cul
ture, directed by a few people toward a broad audi
ence. Caricature and graffiti, by contrast, seem to
belong to what we might call "underbelly" culture, a
tradition of social criticism or raw, outlaw drawing.
And while advertising and comics flowered in the
modern era, through the technologies of mass repro
duction, caricature and graffiti are much older forms
of expression,made individually if often anonymously.
But just becauseof these differences, a consideration
that groups the four areastogether can allow us to see
two distinct yet parallelaspectsof modern art: the way
it responded to unfamiliar, developing aspects of the
modern world, like billboards; and also the way it de
vised new forms to addressthat world, from sources
that were familiar but ignored or long belittled, like
graffiti.
We call all these areasof representation "low," not
to denigrate them out of hand (on the contrary, we
hope to show that within their realm artists can be
found who made work of originality and intensity) but
to recognize that they have traditionally been consid
ered irrelevant to, or outside, any consideration of
achievement in the fine arts of our time—and in fact

have commonly been accepted as opposite to the
"high" arts in their intentions, audiences, and nature
of endeavor. Throughout the chapters ahead, "low,"
like "high," should be understood as a working, short
hand convention rather than as a definition of a fixed
classof things. Yet we recognize that the imperative
need to have reliable, solid distinctions between high
and low—whether as a challenge for future achieve
ment or as a lost ideal— haunts the theoretical litera
ture concerned with the different levels of culture in
modern society.
In 1910 the cartoonist George Herriman created a
comic strip, The Family Upstairs (fig. 2), that ran for
two years on a single premise. In this strip, a family
named the Dingbats, who live in an apartment in an
unnamed city, are obsessedwith curiosity about the
goings-on of their upstairs neighbor. The Dingbats are
convincedthat some mad, enormous world of danger
ous licentiousnessand wonderful possibilityexistsright
there above their heads.The attempt to get one small,
fleeting look at The FamilyUpstairsbecomesthe Ding
bat family grail, involving in the quest policemen, pri
vate detectives, Rube Goldberg-type contraptions,
and endless strategizing. The Dingbats will do any
thing to find out— anything, that is, except simply go
upstairs and knock on the door.
Much writing on the subject of modern art and pop
ular culture has tended to have somewhat the same
persistent but static plot— only here the mystery has
always resided downstairs, below the floorboards of
those who write books and undertake socialtheorizing
about the literature, imagery, and amusements of the
"common people" of mass society. And while the
Dingbats' obsessionlasted only two years, the debate
over popular culture—about where it comes from,
what it means, and what effects it may have both on
its participants and on those who try to resist it— has
been going on at least since the Romantic era, when
modern democracy and modern industry together be
gan to change life in the Western nations. Eversince it
was first drawn on the map of modernity, around the
middle of the last century, the frontier dividing high

from low culture has been an indispensabletopic for
pundits, both as a major fault line of anxiety and as a
meeting point for otherwise opposite ideologies; its
imminent disappearancehas been lamented as often
as its entrenched existencehas been loathed. This split
has been damned by elitists who have felt that the only
true culture is by definition high, and limited to the en
lightened few, as well as by apostlesof uplift who have
felt that a good society requires a unified culture, in
which all participate. But the line of distinction has
nonetheless been a constant cause for alert concern,
for fear that its location might become more ambigu
ous, or its separations lesscertain.
Countlessevents have transformed the terms of this
controversy. In the mid-nineteenth century, with the
spread of literacy, the popular press and dime novels
posed a whole new challenge to literature, while lith
ography, and then photography and photomechanical
reproduction, broadened the public for images. Since
1900, radio, or film, or talking films, or television, have
each been greeted in their turn as agents of revolution
in modern society's apprehension of the arts, while
political developments, such as the ascendanciesof
fascism, communism, or monopoly capitalism, have
provided pressing reasonsto reconsider culture's fate
within mass society. After each of these changes,
thinkers of diverse stripe have considered the matter
anew, and by now the literature they have produced
has taken on a life of its own; thick volumes, and full
scholarly careers,may be devoted simply to surveying
and analyzing aspectsof this body of thought. (Thean
notated bibliography included here can provide an ini
tial guide through those thickets.) But this book was
conceived in part from a frustration with the sense of
stalemate that pervades this literature. For all the
sweeping ideas,subtle nuancesof analysis,and arrest
ing personalitiesinvolved in theorizing about high and
low culture in modern society,it seemsthat a few ste
reotyped responsesare repeated over and over again,
with a dismayingly permanent narrowness.

1

A large part of this tradition of writing rests on the
idea that low, popular culture in modern society con
stitutes a separate, definable body of phenomena,
with its own essential nature (however bastardized or
inauthentic); and on the belief that this nature is not
just irredeemably inferior to the spirit of high culture,
but intrinsically noxious. The world of cheap pleasures
is a bad thing, we are told, becauseit supplants some
thing preciouswe once had, or at least puts it in immi
nent danger of extinction. In this view, popular culture
is essentiallyparasitic in nature and inevitably trivializes
the true culture it draws upon. And that skepticism is
shared by two very different political persuasions.One,
a conservative outlook, originates in nineteenthcentury criticismsof the leveling effects of democracy,
and typically seesthe expansion of classeswho satisfy
themselveswith "shallow" amusements as a threat to
the independent-minded individualismassociatedwith
great traditions of the past. This view links high artistic
achievementwith the kind of focused patronage to be

found in markedly stratified societies,and typically in
volves a nostalgia for a past of ostensibly enlightened
support from the castle and the court.
Others with more egalitarian convictions, though,
welcome the demise of the castle and the court, and
regret instead the passing of the cottage and the vil
lage: what they see imperiled by modernity is the pos
sibility of any genuinely popular folkways or common
culture of customs, generated by the people them
selves or answering to their real needs. This view
blames the failings of the extant, ersatz pop culture
not (as the conservativesdo) on the crassnatures of its
consumers, but on the manipulations of powerful mi
norities who control the production and dissemination
of tabloid newspapers, popular music, television seri
als, and so on. One of the most influential of these
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lines of criticism insists, for example, that the term
"culture industry," as opposed to simply massor pop
ular culture, more properly identifies the manufac
tured evil at hand.
Modern popular culture is scorned, then, both be
cause it menaces true high art and because it over
whelms true low customs. It is feared for its addiction
to novelty, which seems bound to chase out tradition
and overthrow established values; and at the same
time (and often by the same critics)damned for its profoundly conservativetendency to swamp or co-opt any
genuine alternatives, and to maintain the interests of
its makers against any possibility of meaningful
change.
Those who reject modern popular culture for these
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different reasonsalso tend to agree that modern art
must define itself in strictest opposition to this force—
in order, some say,to achievean ideal and lofty expres
sion, untainted by the common, the tawdry, or the fa
cile; or else to maintain, as others would wish, a
permanent role of inassimilable dissent against soci
ety's dominant powers.
A wholly opposite attitude, however, can also be
found in the writing on popular culture. Extolling de
mocracy itself as a primary value, supporters of this al
ternative viewpoint look with suspicionon any attempt
to define degrees of intrinsic quality distinguishing
high from low culture. They see such efforts as the
work of a self-proclaimedelite out to impose false hier
archieswhere no authentic ones exist. And in their in
sistence on the falsity of ranking one social group's
forms of diversion as more worthy than another's,
such enthusiastic populists are often joined by those
with a more clinical, anthropological approach, who
support a catholic, inclusivenotion of culture and con
sider virtually all manifestationsof a society equally de
serving of attention and study. Here an uninfected
leveling impulse, or a doggedly perversewill to stand
conventional hierarchieson their head, takes the place
of any attempt to make discriminations about endur
ing value and importance among the creations of low
culture, or to follow the intricate, peculiar history of
their engagement with high art. The real differences in
ambitions and proceduresat the two levelsof creation,

(19.4x24.1 cm). The Museum of

hypertrophied in the first views we mentioned, are ig
nored or denied in these.
The theoretical literature on the division between
high and low in modern life could appear to leave
room for countless hybrid permutations among a set
of terms such as elitist, populist, nostalgist, conserva
tive, radical, optimist, and skeptic. Yet the basic posi
tions we have just sketched persist with monotonous
regularity,and the schematic nature of their typologies
makesthis literature a poor guide to the subject matter
we are about to explore. In general, such theoretical
writing about modern popular culture has shown a
sublime lack of curiosity about the particulars of its
subject. Bland assertions about the "corrupting" or
"hegemonic" social role of jazz, or the movies,or com
ics, abound, unaccompanied by any senseof the vari
ety within these categories, or investigation of the
diverse individuals and histories that have shaped
them. (If we only take, for example, a characteristically
confident condemnation of kitsch that derides "mov
ies,tap-dancing, slick commercial fiction, comics, [and]
popular songs," and replace its categories with real
people— such as Charles Chaplin and Pier Paolo Pasolini, or Fred Astaire, or Paul Bowles and P. G. Wodehouse, or George Herriman, or Duke Ellington, and so
on—we see how complexly riven may be the ground
on which such theories claim to stand.) And specifical
ly, this body of writing has paid very little attention to
modern visual art. Instead, it tends to extrapolate les-
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sons from meditations on the state of the novel, or
drama, or music, and then to apply these, in procrustean fashion, to painting, sculpture, and architecture.
This book sets out with an opposite set of premises: in
it the visual arts are primary,and the particularsof their
history are the central focus.
For such a vast subject, we will adopt a purposely de
limited approach. The story of the interplay between
modern art and popular culture is one of the most im
portant aspects of the history of art in our epoch. It
was central to what made modern art modern at the
start of this century, and it has continued to be crucial
to the work of many younger artists in the last decade.
Yet just because the subject can be so unwieldy and
seeminglyall-pervasive,we must accept at the outset a
principle of draconian selectivity and sacrifice if we
hope to give a coherent account within the compassof
this one book. High modern painting and sculpture
constitute our primary topic. The book will give as
much sense as possible of the corresponding particu
larities of relevant "low" worlds around modern art,
but will not aspire to offer a full chronicle of such
things as comics or advertising over the past hundred
years,much lessessayany broad sociological history of
popular culture. We feel that the way to open new
avenuesinto this field of study is to ask focused ques
tions about a limited number of key instances,and let
the lessons learned there reverberate elsewhere—

rather than to attempt to make global statements, or
simply to enumerate every known aspect of the sub
ject at hand. We focus, therefore, on only a few places,
principally Parisand New York, with occasional excur
sions in the directions of London, Berlin, Moscow, or
Los Angeles. This is not meant to imply that art from
these centers constitutes either the whole or the es
sence of modern art. On the contrary, since we insist
that each case must be considered in its separate de
tails, we cede that terrain to others, to carry on this
kind of investigation in the art of those other places—
and in other domains such as architecture, photogra
phy, or performance art.
Our goal is to examine the transformations through
which modern painters and sculptors have made new
poetic languages by reimagining the possibilities in
forms of popular culture; and, as a corollary, to ac
knowledge the way those adaptations in modern art
have often found their way back into the common cur
rency of public visual prose. To demonstrate that pro
cess,we will focus on aspectsof style, including small
items like sans-serif typefaces or Benday dots, and
broader strategies such as gigantism or the mindarresting transformation of objects. This means that
we will not be dealing principally with art that happens
to be made from "low" materials such as scrap metal,
old cars, or postcards, or with art that simply depicts
popular-culture motifs, such as movie marquees, din
ers, or rock stars. Nor is our story about the influence
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on modern art of things as ubiquitous and multifaceted as "photographic imagery," or "cinema," or
"jazz." In order to express a feeling for such new
things, whether it was the syncopation of boogiewoogie or the abstruseconundrums of altered ideasof
space and time, modern artists had first to search the
resourcesavailable in existing, developed languagesof
form, to find appropriate pictorial or plastic devices—
they had, in other words, to make up a style. And their
stylistic inventions often propelled the movements of
specific manners and strategies from low to high and
back again: billboards affect avant-garde painters
whose work later affects billboard designers,for exam
ple; or techniques of sales display get picked up in
structures of art that in turn change the look of
commerce.
Obviously, these internal histories of exchanged
forms take place within, and are affected by, external
contingencies of usesand conflicts and politics; and a
large part of our work involves recounting those out
side circumstances.We hope to take objects that have
too often been isolated as "timeless" or "transcen
dent" and resituatethem within the changing, dynam
ic contradictions of real life. What we will not do,
though, is take things that are by nature historical in
the deepest sense— individual choices,whims of taste,
and the unpredictable fates of objects bought and sold
in the marketplace— and make them prisoner to static
categories or comfortably untestable abstractions.
Wherever possible, we want to deal with all our
themes, regardlessof their scope and ramifications, as
they manifest themselves in individuals and in visible
properties of particular things; this is a book, as we
said, about people and objects.
Our chronicle begins with the first moment of direct
incorporation of material from modern popular culture
into the fabric of modern art, in the Cubists' inclusions
of newspaper snippets and typography from commer
cial labels. After tracing the consequences of their
work with the ephemera qf printed words— as a com
presseddemonstration of some basicpatterns of inter
change between high art and the new commercial
givens of the city—we take up other artists' engage
ment with the older, preexisting forms of graffiti and
caricature; then we return to specificallymodern phe
nomena by considering caricature's twentieth-century
stepchild, the comics.The broadest, most inclusivehis
tory, that of the complex exchangesbetween modern
art and the various practicesof advertising— print ads,
displays,catalogues, packaging, and so on— is the last
of these separate but related stories that follow mod
ern art history up to about 1970.
A chapter is set aside, at the end, to deal with devel
opments in recent art, from 1970 to 1990. This is not
to suggest some fateful rupture in history; on the con
trary, one purpose of the other, preceding chapters
will be to help make better sense of what is taking
place now. We recognize, though, that we cannot
have anything like the same perspective on last

month's or last year's exhibitions that we can have on
works of early modern art, or of the immediate
postwar era. Inevitably,writing on such contemporary
work involves more recounting of lived experience,
and lessanalysisof establishedachievements.We also
want to avoid a false senseof continuity. The art of the
last ten or twenty yearsseemsdifferent in part because
artists have insistedthat it is. A great many contempo
rary artists who have made a point of addressingtheir
work to the nature of popular culture have willfully set
themselves apart from their predecessors,asserting
that their own time is shaped by different socialforces,
and that their art acts to criticize, not simply extend,
modernism's earlier attitudes toward phenomena such
as advertising. Their critique of what early modern art
achieved,and that art's implicit critique of them, merit
separate consideration.
At each step of our journey, we are going to try to
forestall the construction of any grand theoretical
frameworks, and indulge instead our curiosity about
particulars.We want to go back and extend, in a way,
that turn-of-the-century artist's journey through the
world of modern urban culture—to learn more about
the histories of those mundane things that lay on the
fringes of his visual consciousnessand have since, in
part becauseof modern art, become so central to our
vision of the world we live in. When Picasso and
Braquestarted clipping Parisiannewspapers,was there
anything special about those papers, and if so why?
What did graffiti look like then? When did people start
paying attention to it, and who first thought it might
be like art? Is caricature just a part of graffiti, and an
immemorial bit of human malevolence,or does it have
some history we can chart that would help us under
stand some of the strange faces and bizarre bodies in
modern art? We know some of these things in gener
al: we know that Roy Lichtenstein borrowed images
from comic books, for example, and that Marcel Duchamp and FrancisPicabia presented mundane func
tional objects as sculptures and portraits. But what
kind of comics were chosen, who drew them, and
what other comic styles were available then? And
what did people outside the art world, like merchants
with shop windows or sales catalogues, think about
the display and personalization of objects like toilets
and automobile accessories?It's fairly common knowl
edge, too, that Fernand Leger, Stuart Davis, Richard
Hamilton, and JamesRosenquistall responded to ad
vertising; but was advertising at all the same thing in
these separate cases?And if not, what made the dif
ferences? Individually, some of these inquiries may
seem a little blunt, even simple-minded; but collective
ly, they and others like them may save us from the
stalemates of empty theorization, and from the selfimposed plight of the Dingbats. The best big answers
often arise from the smallest and most obvious first
questions; starting with the turn of this page, we pro
pose to go downstairs and knock.

1. Pablo Picasso. Tablewith Bottle, Wineglass,and Newspaper. 1912.Pastedpaper, charcoal, and gouache on paper, 24% x 18%" (62 x 48 cm).
Musee National d'Art Modeme, Centre Georges Pompidou, Paris.Gift of Henri Laugier
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the beginning was the word, and the word
was bal. Or perhaps it was bach. At some point
in the early autumn of 1911, Georges Braque
picked up a common stencil and used it to paint
onto a Cubist picture either the three letters,
b,a, and l, that indicated a popular-dancing ball,
or the four, b, a, c, and H, that named the
eighteenth-century composer. Braque was
winding up a vacation when he tried this little
experiment, and by the time he returned to Paris he
had with him two completed pictures that bore these
words respectively(figs. 2, 3). We will never be certain
which came first, the referenceto the provincial fete or
the homage to the master of the fugue; 1and the am
bivalence is entirely appropriate. When Braque lifted
that stencil off the canvas, he had set into a painting
where all else was high cerebration and subtly refined
ambiguity a word of immediate, unmistakable legibil
ity, rendered in a style of typography usually seen on
packing crates and crude commercial signage. From
that moment onward, the
line that divided the high
tradition of art from the
world of posters and
cheap entertainment—
that held bach apart from
bal— would be trans
gressedand redrawn with
sharply increasing fre
quency. Braque's letter
ing, undertaken in an
already charged climate
of interchange between
himself and Picasso,initi
ated a sequenceof events
that was decisive for the,
whole future process of
modern art's engagement
with the materials of popular culture.
By the end of 1911, Braque and Picassohad been
involved for almost three years in a constant round of
mutual studio visits, shoptalk, and shared secretsthat
had produced a radical new painting style, Analytic
Cubism, which at moments seemed headed toward
pure abstraction. The collaboration had been so com
plete that outsiders could barely tell some of their
works apart; for a time, the two even signed canvases
only on the back, to preserve the sense of a shared,
objective researchproject. But during those years,each
had servedthe other not just as partner and prime au
dience, but also as chief competitor; and in late 1911,
their fraternal rivalry was about to enter a phase of
serve-and-volley exchanges that would change the
way their game was structured.
During that summer, they had both been painting
still lifes and figure pictures that used newspapersand
books as accessories,and which therefore included ty
pographical elements from journal mastheads. But
Braque broke the parity of their shared style with his
stencil, when he set down its impersonal and semi-

mechanicalletters so squarelyand flatly acrossthe sur
face of his canvases,independent of any apparent ref
erenceto a depicted piece of printed matter. Picassoat
first "replied" by similarly adding words or phrasesto
his paintings (fig. 4); but then he upped the innovative
ante in a different way, in the spring of 1912, by gluing
into a still life a piece of oilcloth with a photomechanically printed chair-caning pattern (fig. 5). For months
Braque made no similar change in his methods. Then
in the following September, when the two were vaca
tioning together near Avignon, Braque purposefully
waited until Picassohad left town before trying out a
further wrinkle, gluing a piece of imitation wood-grain
decorator's paper into a drawing. And after he saw
that initiative, Picassoin turn added still another twist,
by creating more eclectic compositions from printed
wallpapers, colored paper, and especially pieces
clipped from newspapers(fig. 9).
Meanwhile, the painter Juan Gris had formulated
his own responses to Picasso'sStill Life with Chair
Caning, in a painting with
glued-on pieces of mirror,
and in another that in
cluded a snippet of print
ed text, both of which
he exhibited in October
1912.2 By the turn of the
year, Braque, Picasso,and
Gris were all working in
tensively with the idea of
gluing found paper ele
ments into their works;
and from then until Braque
departed for his wartime
military servicein 1914, all
three of these artists
churned out a large body
of paintings and pastedpaper images (the French term is papiers colles) that
seemingly rerouted the printed ephemera of the cafe
table and the city streets into the studio and onto the
easel— incorporating, among other things, news
headlines, movie bills, cigarette wrappers, package la
bels, and ads for razors, furs, lingerie, lamps, and li
queurs (figs. 1, 6, 16-19, 36, 41, 47-54). Braque's
few, austerelystenciled letters had opened the way for
a gaudy, loquacious array of found ephemera; and
from this yearlong round of one-upsmanship had
emerged a fundamentally revised notion of what the
activity of making art was, and what art might be
about.
The new cut-paper assemblagesand paintings with
letters were centrally concerned with the words of the
modern world. The primary sources from which they
drew their phrases, letters, and fragmentary syllables
were the daily newspapers. Mastheads, headlines,ad
vertisements, and illustrations appear throughout this
phase of Cubism (see figs. 1, 6, 8, 9, 16, 23, 31, 32,
35, 36, 47, 48, 49). And beyond just providing raw

3

are the newspapers." Apollinaire in fact singled out
the newspapers,in 1918, as representativemetaphors
of the new art's spirit of wide-ranging, unprejudiced
exploration of life—an "encyclopedic liberty . . . not
lessthan that of a daily newspaper which on a single
sheet treats the most diverse matters and ranges over
the most distant countries."
The particular newspapers in question, the Parisian
journals of the era of World War I, were a distinctive
novelty of the age. What Apollinaire and his painter
friends found when they unfolded the press each
morning were the results of a period of prodigious ex-

4

2. Georges Braque. Le Portugais (The Emigrant). 1911. Oil on can
vas, 46x32" (117x81 cm). Kunstmuseum Basel. Gift of Raoul La
Roche, 1952

4. Pablo Picasso. Ma Jolie. 1911-12. Oil on canvas, 39% x 25%"
(100x65.4 cm). The Museum of Modern Art, New York. Acquired
through the Lillie P. Bliss Bequest

3. Georges Braque. Homage to J. S. Bach. 1911. Oil on canvas,
21
(54 x 73 cm). Collection Carroll Janis and Conrad Janis,
New York

/4X28%"
1

24

material for the papiers colles, the newspaper is a
dominant, constant motif in these works, a central ele
ment in their conjuring of the experienceof city life. In
incorporating this material and imagery, the Cubists
were using a new kind of artistic processas a way to
embrace a specificallymodern phenomenon. Their as
sociate, the poet Guillaume Apollinaire, had the same
aim in mind in 1913, when he evoked the city in terms
of "prospectuses,catalogues and posters which shout
aloud / Here is poetry this morning and for prose there

5. Pablo Picasso. Still Life with Chair Caning. 1912. Collage of oil,
oilcloth, and pasted paper on canvas (oval), surrounded by rope,
10% x 13%" (27 x 35 cm). Musee Picasso,Paris
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pansion and transformation in journalism—the first
modern "media explosion," based on a mix of news,
features, and commerce, which had its origins in the
mid-nineteenth century. In 1836 Emilede Girardin had
altered the face of news publishing in Parisby halving
the price of his La Presse,with the aim of supporting
the paper primarily through the saleof spacefor adver
tising. This modern approach restructured the trade:
henceforth selling the readersto the advertiserswould
be as important as selling the paper to the readers. De
pendenceon more ad pageswent hand in hand with a
need for increased circulation figures and brought
changes in both the look and the content of the
press.Girardin also pioneered, for example, the inclu
sion of serial suspensenovels in the daily papers, as an
audience-building device. (These romans feuilletons

were cliff-hanging narratives,not unlike television seri
als, and were similarly lamented as mind-rotting trivi
alities.) Soon the advertising sections of the papers
swelled, and changed in appearance: in the 1850s and
1860s French papers broke the rigid column-width re
quirements that still shaped their American counter
parts and "opened their pages to large display ads
with more imaginative use of novel type faces." The
look of the front, editorial sections remained more se
date and homogeneous into the early Third Republic
(fig. 10), but after that they were enhanced by new
fin-de-siecle technologies such as photomechanical il
lustration (figs. 7, 12). At the same time, the tone and
content of the news changed, as wire-serviceconnec
tions relayed hot information from the distant flash
points of a world that was becoming steadily more
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6. Juan Gris. Le Journal. 1914. Oil, pasted paper, and pencil on canvas, 215 x 18W (55 x 46 cm). Judith Rothschild Collection
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7. Le Journal, November 18, 1912, p. 1

unstable and bellicose in the years before 1914. The
front page thus became more complexly fragmented,
and the back pages more crowded with attentiongetting type and illustrations.
Along with developments in commerce and tech
nology, the other crucial factor in the advent of the

8
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new Parisian press was the law passed by France's
Third Republic on July 29, 1881. This legislation elimi
nated government censorshipand thereby affirmed a
general right to publish, which had not existed either
under the Second Empire or under the early years of
the Republic in the 1870s. Coming at a time when

8. Pablo Picasso. Bottle of Vieux Marc, Glass,and Newspaper. 1913.Charcoaland pasted and
pinned paper on paper, 24 x 19%" (63x49 cm). Musee National d'Art Moderne, Centre
Georges Pompidou, Paris. Gift of Henri Laugier
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9. Pablo Picasso. Guitar, Sheet Music, and Glass.1912. Pasted paper, gouache, and charcoal on paper, 18 x 14%" (47.9 x 36.5 cm). Marion
Koogler McNay Art Museum, San Antonio

those condemned to exile for the insurrection of the
Commune in 1871 were being allowed to return to
France,and when political debate was reheating after
a long period of repressionand quiescence,the law of
1881 opened the way for a proliferation of newspa
pers of all political stripes, and for sharp competition in
an expanded field.
The drive to sell papers in this climate encouraged
sensationalist writing, and led to an expansive new
form of massjournalism, reaching out from Parisby rail

to a far-flung audience. "By the 1890s," Daniel Pope
recounts, "the French penny press had outstripped in
circulation all other newspapers in the world. In the
early yearsof the new century,the four major Parisdai
lies extended their circulation range throughout the
nation. By 1914, they published a total of about fourand-a-half million copies daily, some forty percent of
the total circulation of France'snewspapers."
The boom in newspapers served new styles of
politics, concerned to excite and direct mass opinion.
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One need only think of the public polemics of the
Dreyfus affair, at the turn of the century (epitomized
by the memorable front-page headline of Emile
Zola's J'accuse), to measure how crucial a factor
in social contention the newspapers of Paris had
become.10They spread out for their readers a paral
lel, processed version of contemporary reality, more
sensational, urgent, and temporally compressed
than an individual's experience could ever be. And as
diverse interests sought to exploit the power of the
press to manipulate opinion, the credibility of the
Parisian journals was frequently undermined, by
scandalswhich revealed frequent distortions of facts
and widespread corruption by secret subsidies.
This newly heterogeneous, opinionated, and com
petitive press was also closely linked to, and depen
dent upon, the rise of modern advertising; and in
the early years of the twentieth century the newspa
pers began to grow in size in order to accommodate
more ads. The standard four-page format was first
expanded to six by Le Figaro in 1895, with two oth
ers following suit in 1901 . ("The sixth page of a pa
per is a wall" was a maxim of the admen who
"posted" their notices there, and who complained
of the helter-skelter disorder in these ad group
ings.) The paper the Cubists clipped and represent
ed most frequently, Le Journal, was the most
expansive of these new exemplars of commercial-

11. Le Figaro,January2, 1875, p. 5
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16. Georges Braque. Glassand Bottle. 1913-14. Charcoaland pasted paper on paper, 18% x 24%" (48 x 62 cm). Private collection, Switzerland

13

ized journalism; it was the only one regularly to print
more than eight pages. Then, in the years just be
fore the war, the overlap and interpenetration of
sales and news, implicit in the newspapers since Girardin, became their visible form: ads appeared on
the same pages with bulletins and features, and the

14

15
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17. Georges Braque. Glassand Packet of Tobacco:Bock. 1912-13.
Charcoaland pasted paper on paper, 12V4x 9%" (31 x 24 cm). Kunstmuseum Basel, Kupferstichkabinett. Gift of Raoul La Roche, 1963

dailies began to be more flashily composed with
multiple typefaces. Newspapers advertised them
selvesassiduously (many of the mastheads the Cub
ists included were ubiquitous features of the
cityscape, on kiosk signs, posters, and painted
walls); and the line between reporting and promo
tion became less easy to draw.
Such corrupted mixtures of sensationalism, com
merce, and entertainment were doubtless what the
German historian Oswald Spengler had in mind
when he looked on the rise of the Parisiangenre of
modern newspaper as one of the most telling signs
of the decadence and impending downfall of West
ern civilization. For a young foreigner like Picasso,
though, this extraordinary, particularly Parisian phe
nomenon may have exercised a different fascina
tion: the local newsstand was a fountainhead of
urban modernity, the focal point of a new kind of
massive daily disgorgement of information and per
suasion run together, in fast-changing styles of type,
layout, and political and commercial appeal (fig. 13).
The displays of these kiosks had in fact become so
crowded and opulent by 1911 that they were con
sidered to be contributing to the downfall of book
stores, and the Prefect of the Seine was considering
a law to suppress the foldout "wings" on which
these arrays were set forth. In tearing scraps from
newspaper pages around 1912-14, Picassoand the
other practitioners of papier colle were dipping their
cups directly into the commercially stimulated flow
of sensation, of simultaneity and fast-paced change,
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18. Juan Gris. The Bottle of Banyul. 1914. Pasted paper, oil, and pencil on board,
15x11 y«"(38 x 28.5 cm). Collection Mr. and Mrs. JamesW. Alsdorf, Chicago

AfrtSJf
19. Pablo Picasso. Pipe, Glass,and Bottle of Rum. 1914. Pasted paper, pencil, and gouache on cardboard, 15
Museum of Modem Art, New York. Gift of Mr. and Mrs. Daniel 5aidenberg
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(40 x 52.7 cm). The
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20. Le Journal,December 3, 1912, p. 7

with all the threats of political unrest and the seduc
tions of consumer allurements that made up con
temporary urban consciousness.
When the Cubists looked into the daily papers,
though, they did not single out the most modern as
pects. Thesejournals were in fact uneasy conglomer
ates, where the urgently current jostled the quaintly
outmoded; and the artists responded to them as

such. The Cubists clipped both bold headlines about
war and banal come-ons for cheap liqueurs, often
from the same edition. They generally avoided, how
ever, the "modernized" elements of illustration (figs.
14, 15) and virtually never extracted any of the per
vasive photographic imagery (fig. 12). In picking
advertising copy from the back sections, they consis
tently passed over the impressive large spreads that
were then beginning to appear as banners for big-
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23. Pablo Picasso. Bottle and Glass.1912. Pasted paper, charcoal, and pencil on paper,
23 x 18 (60 x 46 cm). The Menil Collection, Houston

name brands (fig. 21), to land on cruder, unfashion
able squibs for less prestigious items and enterprises
(figs. 22, 23). Looking over an issue of Le Journal
for December 9, 1912, Picassoeven steered past a
fountain-pen ad that had already allied itself to Cub
ism as the style of the moment (fig. 24), to take a
thoroughly bland column of type from the same
page. In this and other ways, these artists encapsuPourvosEtrennes

Cublstes
ou non
offrez
carrement

ONOTO
24. Advertisement from Le Journal, December 9, 1912, p. 7

lated a particular sense of their moment, and of the
feel of modern times in general: a sense of contra
dictory variety, in which the day-to-day emergence
of the future, in the news, took place amid the trick
ling residue of styles passing out of mode.

In some important respects, the Cubists seem to
have made choices that were willfully regressive, or
at least against the grain of what many thought was
"progressive" in art. Certainly neither the idea of
putting words into pictures nor the notion of artists'
interest in public printed matter were in themselves
exceptional in Parisat the time. A fin-de-siecle vogue
for flattened design, partly abetted by japonlste in
fluences, had led artists such as Toulouse-Lautrec
and Pierre Bonnard to experiment with poster lay
outs that unified type and image (figs. 25, 26). In
fact, French advertising prided itself precisely on
such meldings of progressive aesthetics and com
merce. The walls the Cubists walked by would have
been blanketed with "modern" combinations of
stylistic simplification and innovative typefaces (fig.
27), and Picassohimself had been adept at just this
sort of modish text-and-image design as a beginner
in Barcelona (fig. 28). But he and Braque and Gris
said goodbye to all that. Ignoring or avoiding the
considerable part of their urban environment where
"good taste" and commercial utility were held to co
exist compatibly or to merge, their collages and papiers colles set up instead miniature worlds in which
the two domains of art and industry held their sepa
rate characters, and abutted each other without
cushion. The most studiously recondite little struc
ture of lines representing a bottle, for example,
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25. Henri de Toulouse-Lautrec. Moulin Rouge (La
Goulue). 1891. Lithographic poster, 6'3
(191 x 117 cm). The Art Institute of Chicago. The Mr.
and Mrs. Carter H. Harrison Collection

26. Pierre Bonnard. L'Estampe et I'affiche. 1897. Lithograph,
32 x 24 (82.8 x 61.2 cm).The Museum of Modern Art, New York.
PurchaseFund
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28. Pablo Picasso. Menu of Els Quatre Gats. 1899. Printed,
8% x 6Vi" (22 x 16.5 cm). Museo Picasso,Barcelona
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could be overlaid with the most baldly direct label, or
ad, or headline (figs. 29, 33).
The parts of the printed environment to which
these artists were drawn were "anonymous" pro
ductions, like beer and bouillon labels, with no selfconscious claims to artistry; and the typefaces they
typically favored— thick, sans-serif heavyweights—
were the fusty blunderbusses in the modernizing
commercial armory. Picasso and Braque, and Gris
following their lead, seem to have had a reprobate
affection, even a certain nostalgia, for these banal
elements of mass-produced design; the world of ty
pography and advertisements they sought out had in
general a vulgar, unpretentious energy.
The way the material was employed, however,
was unmistakably radical, even if against the "pro
gressive" grain: the products of modern society
were there to change art, instead of vice versa. It is
often remarked (without enough regard for the par
ticular dexterities asked, and pleasures accorded, by
a new form of "drawing" with scissorsand a newly
spontaneous manner of working with instantly rearrangeable elements) that the cut-and-paste meth
ods of papier colle bypassed the skills of the artist's
hand. But it needs reemphasizing just how drastical
ly, and pointedly, the Cubists rejected the particular
veneration of individualized handcraft, and the ac
companying notions of the reforming artist, which
many had thought were key to progress in modern
art.
The renewal of the decorative arts, in the face of
the threat of industrialization, had been a prime pre
occupation of tradesmen and governments alike in
the later nineteenth century. And in the Arts and
Crafts movement, or related guild-like enterprises

29. Georges Braque. Bottle of Marc. 1912.Charcoal and conte cray
on on paper, 19 x 12 (48x31 cm). Kunstmuseum Basel, Kupferstichkabinett. Gift of Raoul La Roche, 1963

that coincided with modernist circles from Vienna to
Helsinki at the start of this century, art conceived and
wrought by the dedicated individual was seen as a
saving holdout against the debasements of me
chanical production. Hope for an integrated, organic
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society was vested in programs that called for artists
to beautify all aspects of life, including furniture, de
cor, and typography (fig. 30)— often in the manner
of a unifying, harmonious style such as the organic
curves of art nouveau. No more direct slap in the
face of such ideals can be imagined than Picassoand
Braque's motley selections of fake chair caning, imi
tation wood grain, cheap machine-made wallpaper,
and simple, blunt commercial typefaces. Using sten
cils, and adopting common tricks of the commercial
decorator's trade (such as the combing of paint
to produce the effect of wood grain), Picassoand
Braque— who were seen at times even to dress alike
in workers' overalls— cast their artistic lot with the
workaday commingling of the artisanal and the me
chanical, against the pretensions of those who held
lofty ideals for the decorative arts, or who made a
cult of refined handwork. They built oblique conun
drums from labor-saving shortcuts, and made a
thinker's art from workers' artifices. And when they
reintroduced color into their paintings after a long
period of near-monochrome images, they experi
mented with the use of a commercial paint, Ripolin
enamel (as for example in figs. 45 and 52)— in part
to obtain a vivid chromatics that stepped outside the
high-art tradition, but also, it seems, because this
paint dried with a smooth, uniform impersonality of
surface that denied any sense of painterly finesse.
The world of commercial design, like the newspaper,
contained a broad variety of possibilities, and from
both they chose the materials and styles that seemed
least tinged with the pretensions of art, and least
self-consciously "modern."

Along with the preference for a specific range of
type styles came the isolation of a particular kind of
poetics. The Cubists were drawn to the compact
punch of words that worked for a living, modern
ideographs that carried their meaning along in their
very form: logos, labels, and mastheads, where ty
pographic styles had been made to evoke a "brand"
identity. These artists obviously favored the special
slang of headlines and subheads, where pithy "teas
ers" harangued like sideshow barkers (la bataille
s'est engagee["The Battle Is On"], figs. 7, 9). At the
same time, though, they did not simply acquiesce to
the economies of commercial language. As Robert
Rosenblum first pointed out in detail, Picasso,
Braque, and Gris worked to subvert this rough-andready efficiency of communication, by breaking up,
cropping, and rearranging the found words into
fragments and combinations that, through puns and
in-jokes, released multiple private meanings lurking
within the exhortations of public words.
Up through the 1950s, when historians and critics
of Cubism discussed such lettering, they talked pri
marily about its general function of reintroducing
"reality," or its formal role of affirming the flatness
of the picture plane. Rosenblum, however, saw more
clearly than his predecessorsthat these are, almost
literally, speaking images. Put simply, these words
ask to be read: Picasso, Braque, and Gris took a
vocabulary from the news and business of the day,
and used it to add linguistic, conceptual, and even
political dimensions to their works. And to say what
these works mean, we are in part obliged to puzzle
out the literal sense and local associations that at-

permutation would yield jouir, the verb for enjoying
ecstatic pleasure, or, specifically, orgasm). And he
went on to point out other covert messages in the
headlines and advertisements these artists selected.
The headline un coup de theatre, for instance (fig.
34), could be clipped to form un coup dethe (fig. 33),
thus changing "a dramatic turn of events" (referring
to an episode in the Balkan Wars) into a line evoking
the phrase un coup de des ("a toss of the dice"),
which in turn resonates with the title of Stephane
Mallarme's Symbolist masterwork, the poem Un
coup de desjamais n 'abolira le hasard ("A toss of the
dice will never abolish chance"). Or (since Picasso's
French at the time was laughable, and the chances
that he had read this poem, as opposed simply to

31. Pablo Picasso. Student with a Newspaper. 1913-14. Oil and
sand on canvas, 28% x 23Vi" (73x59.5 cm). Private collection,
Switzerland
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33. Pablo Picasso. Table with Bottle, Wineglass, and Newspaper.
1912. Pasted paper, charcoal, and gouache on paper, 24% x 18
(62 x 48 cm). Musee National d'Art Moderne, Centre Georges Pom
pidou, Paris.Gift of Henri Laugier
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32. Georges Braque. Newspaper and Dice: Jou. 1912-13. Charcoal
on paper, 12V4x 9V2"(31 x 24 cm). Kunstmuseum Basel,Kupf erstichkabinett. Gift of Raoul La Roche, 1963

tached to the words they selected.
Rosenblum pointed out, for example, how these
Cubists played with the simple word journal (figs.
6-9) — which denoted specifically the daily Le Jour
nal, from whose masthead the type style was taken,
and which also served as the generic French term for
newspaper— by splitting it into words for day (jour),
for urinal (urinal in French as in English, here con
tracted to urnal [fig. 31]), and for play (the French
jeu and jouer transposed into jou [fig. 32]; a further
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34. Le Journal, December 4, 1912, p. 1

37

35. Georges Braque. Woman with a Guitar. 1913. Oil and charcoal on canvas, 51V*x 28%"
(130 x 73 cm). Musee National d'Art Moderne, Centre Georges Pompidou, Paris.Gift of Raoul
La Roche
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knowing its title, are slim) the strategically omitted
letters may have conjured something more prosaic,
associated with cafe consumption: a cup [couple]),
or in slang a "hit" or "dose" [coup), of tea; or even,
by aural connection, the salad of raw vegetables or
dered as un erudite. Braque could also change the
wake-up call in the masthead reveil (the source of
the bugler's "reveille" in English) into the evocation
of a dream, reve, while retaining a word, organ[e],
from the subheading, for sexually suggestive place
ment in his figure of a woman (fig. 35)— making this
elusive lady with a guitar either the organ of a dream
(with a pun on the musical instrument), or the bearer
of a dream organ.
For this way of editing and recombining the world
of print, there were sources of inspiration ready to
hand, if one only had the inclination to take them

seriously.Over-posted walls offered a daily display of
inadvertent reeditings and juxtapositions (fig. 27),
even if these urban "eyesores" had become less
widespread than they had been in the previous cen
tury. (The two front-page photographs in Gris's
Glasses,Teacup,Bottle, and Pipe on a Table[fig. 36]
show the before-and-after effects of clean-up laws
that controlled or forbad posting on most public
monuments and walls.) On the poster columns of
the boulevards (fig. 37), or even in the kiosks them
selves, where layers of overlapping, folded journals
were held up in racks (fig. 38), the abutting of differ
ent scalesand typefaces, and untoward cropping or
surprise juxtaposition of words and word fragments,
were commonplace. Picasso'sclipping from a front
page, for example, could follow almost directly the
lines along which the paper was apparently folded

/s
5

36. Juan Gris. Glasses,Teacup,Bottle, and Pipe on a Table. 1914. Oil, pasted paper, and charcoal on canvas, 25
sammlung Nordrhein-Westfalen, Diisseldorf

vertically (fig. 7). His fragment may have been pre
selected in this case, and similar serendipities doubt
less cropped up on every newsstand and cafe table.
The punning usage of the words and word frag
ments in the Cubist papiers colles was likewise unre
markable in itself; it found its parallels in an
unexceptional branch of French schoolboy wit. Yet
in the Cubist context these smirking little puns and
double-entendres are set within a fabric of formal
play with ambiguity and multiplied meaning that
allows us to reckon them, like the similarly streetcommon wordplay of James Joyce, as central ele
ments in the innovative force of the art. The jokes
with words, and the paper scraps themselves, are
both taken from the realm of the everyday,and both
are important not despite their commonplace na
ture, but because of it. That workaday banality is a

x 36V*"(65 x 92 cm). Kunst-

central part of what made them attractive to the art
ists, both in themselves and as powerful antidotes to
overrefined artistic conventions.
The remarkable thing was not just to have seen
that occlusions and overlays of printed matter could
contain such puns, but to have decided as well that
this seemingly random profusion, and the strain of
often sophomoric or smutty wordplay it could yield,
could have any traffic with the world inside a Cubist
image— a world that by 1911 had reached a point
of austere cerebral refinement that seemed for
biddingly remote from the boulevard. But having
perfected an exquisite, chamber-music harmony, Pi
cassoand Braque seem to have decided that the per
fect next step was to add a kazoo counterpoint.
In formal terms, the high Analytic Cubism of
1910-11 was approaching the kind of serene bal-
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37. Morris column, place Denfert-Rochereau, Paris,c. 1910

ance that could have become formulaic; the intro
duction first of trompe-l'oeil and caricatural
elements, then of lettering, disrupted that balance
and the solemn, near-monochromatic atmospheric
unity. In the papiers colles and collages of late 1912
and after, no traditional notion of binding atmo
sphere or consistent brushstroke was allowed to re
main operative among the elements of a work. What
could constitute pictorial unity, or balance, was pre
cisely what was most radically reconceived here, in
ways that determined not only their formal modern
ism, but also the modern, distinctively urban feel of
the works.
The difference is, at one level, architectural. The
work of 1911 conjures the interplay of a system of
similar structural elements, and has evoked compari
sons with scaffoldings or fire-escape structures; it
has its affinities with (and likely drew upon) distant
visions of irregularly accreted buildings, both in
chunky vernacular masonry from provincial towns
like Ceret and Horta de Ebro, and in rooftop vistas
of Paris. But the world of the papiers colles is more
aggressively about the big city's word-covered
planes— poster hoardings, cafe windows, painted
walls of buildings, the pages of the newspapers
themselves— as the sites not of interlocked structur
al logics and conundrums, but of floating surface
collisions and layerings of styles.
There is a new kind of unity of contrasts in the
content as well. One of Picasso'sfirst reaches into
typography, in the Ma Jolie (fig. 4) of 1912, an
nounces the spirit involved: it is one in which the co
existence of sharply different levels of legibility, and
the juxtaposition of the invented and the found, is as
welcome as the overlap between an intimate per
sonal relationship (Picasso's new love, Eva Gouel)

<eU>>
39. Picture postcard of Le Havre, 1912
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38. Newspaper display, Paris, before 1914

and the refrain of a current popular song (the words
ma jolie ["my pretty"!, Picasso's sobriquet for Eva,
came from a tune called "Derniere Chanson").
The "label" of Ma Jolie seems, of course, incongru
ous. Yet it is a sign of neither absurdity nor irony, but
of affection, and it is used as such again and again by

/s"

40. Pablo Picasso. Souvenir du Havre. 1912. Oil and enamel on
canvas (oval), 36Vi x 255 (92 x 65 cm). Private collection

the artist. The trite term of endearment seems to
have taken on a new shine from the here-today,
gone-tomorrow song; and it seems to have been
borrowed as the special token of a private crush pre
cisely because of its public, ephemeral nature, in the
way teenagers still adopt a Top Ten tune as "their"

song. Something so freshly minted and innocent of
any role in established culture has a particular avail
ability for appropriation; and a specially piquant kind
of pleasure derives from finding a secret hidden in
something everyone knows, but which (like the edit
ed headlines) no one else understands in the terms
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42. (Above) Paris, c. 1912
43. (Right) Illustration from
J.-B. Fonteix and Alexandre
Guerin, La Publicite moderne
(Paris, 1922), p. 124
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41. Pablo Picasso. Bouillon Kub. 1912. Oil on panel, 10
(27 x 21 cm). Private collection. Switzerland

shared by the initiates. The platitude that was shop
worn but now a novelty, and generic but now spe
cific, could be at once public and covertly intimate.
And that shared private delight must have been re
doubled when this song snippet was imported as an

CHAPEAUX

PARIS
identifying tag line into an art whose visual language
seemed dauntingly obscure to all but a few. Picasso
was almost certainly amused by this, just as he was
doubtless pleased to spoof his own enterprise by la
beling a nearly indecipherable Cubist image based

44. Pablo Picasso. Landscape with Posters. 1912. Oil and enamel on canvas, 18V8x 24" (46 x 61 cm). The National Museum of Art, Osaka
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45. Pablo Picasso. The Scallop Shell: Notre Avenir est dans fair.
1912. Oil and enamel on canvas (oval), 15x21%" (38 x 55.5 cm). Pri
vate collection

on elements from a Normandy journey with the ban
ner souvenir du havre (fig. 40)— adopting a line any
one would recognize from kitsch postcards (fig. 39)
to identify a subject only he and Braque would
understand.
Similarly, the small circle of the Cubists and their
friends delighted in finding "their" mark embla
zoned on vast walls and displayed in every cafe, in
their adopted club logo, the ad for Kub brand bouil
lon cubes (figs. 41, 44). A derogatory term (Cubism)
given to their art by its enemies, allied to a brand
name with wholly other origins, became a private
joke of elective affinity that let them see the city fab
ric as peppered with advertisements for themselves,
and perhaps to imagine their actually rather small
time art "business" as a full-fledged part of the ur
ban commercial landscape (fig. 42).22
In three paintings of spring 1912 Picassoalso in
corporated fragments of the title of a brand-new, tri
color brochure exhorting France to improve its
military aviation: Notre Avenir est dans I'air (figs. 45,
46). The slogan "Our Future Is in the Air" fused two
meanings which Picassoalmost certainly saw as ap
plying to his and Braque's endeavor: the events of
tomorrow were "in the air," or "in the wind" all
around; and also, destiny led upward, along the
path of the pioneer aviators, toward the conquest of
the skies. Picassocould adopt even this last message
as a private motto; for regardless of his attitude to
ward this militarist pamphlet (which he may well
never have read beyond the cover), he and Braque
were both caught up in the general public infatu
ation with aviation, and specifically taken with the

Wright brothers as model inventor-adventurers; Pi
cassoeven addressed Braque affectionately as "Wilbourg" (for "Wilbur").
Just at the time Picasso
painted the still lifes that include the cover of Notre
Avenir est dans I'air, he made his first experiment in

Si
46. Cover of Notre Avenir est dans I'air (Cler
mont-Ferrand, 1912)

collage, the Still Life with Chair Caning; and thus
may have felt a special affinity with the way the col
laborating Wrights had made a decisive leap of in
vention with extremely simple means, rethinking
basic principles and using parts available to anyone.
Here, as with Ma Jolie, the impulse to "subvert"
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47. Juan Gris. Breakfast. 1914. Pasted paper, crayon, and oil over
canvas, 31
(80.9x59.7 cm). The Museum of Modern Art,
New York. Acquired through the Lillie P. Bliss Bequest

public language may have been puckish, but lacked
malevolent irony: the pithy, mind-catching slogan
could be embraced in all its upbeat, intentional

wordplay and then simply rerouted to private pur
pose. This seemingly most cloistered art of formal ex
periment was happy to articulate its identity, in quite
literal ways, through the tag lines, slogans, and logos
of the profane world of publicity. Gris, for example,
even imagined his own name set in headline type, as
a kind of alternative signature (fig. 47).
The anonymity of such found signatures, adopted
signs, and assumed identities was, like the smooth
surface of the Ripolin enamel, apparently a desirable
relief from the Romantic notion of artistic subjectivity
and its accompanying cult of the personal style. In
stead, with borrowed words and labels, the artist
could blend in with his urban environment, turning
up in disguises, expressing his wit, his tastes, and his
ideas through appropriated vehicles. This affection
for a different style of individuality — covert, playful,
and urbane— may have been what drew Gris and
others to the popular mystery stories that featured
the enigmatic Fantomas, a character omnipresent
but never seen. Gris's inclusion of a cover from one
of the Fantomas books in a cafe still life (fig. 48), and
the mysterious figure hidden behind the paper in
The Man at the Cafe (fig. 49), may be homages not
simply to the pleasure taken in this notably unprestigious form of literature, but to the specific model of
the elusive subversivewho melds into the flux of cos
mopolitan life.

48. Juan Gris. Fantomas (Pipe and Newspaper). 1915. Oil on canvas, 23Vi x 28
Chester Dale Fund

(59.8 x 73.3 cm). National Gallery of Art, Washington, D.C.
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49. Juan Gris. The /Man at the Cafe. 1914. Oil and pasted paper on canvas, 39 x 28%" (99 x 72 cm). Collection Mrs. William R. Acquavella

The papiers colles used public material in the con
struction of private languages. They also assimilated
without apparent prejudice signs for several differ
ent kinds of information and pleasure in urban life.
Regardlessof taste, few today would flinch at the
notion that Cubist art by Picasso,Braque, and Gris
has a level of complexity, of pleasurable depth and
difficulty, that makes its cultural achievement wor
thy of consideration beside that of Bach's richly con
trapuntal music. What still may be difficult to take in
about these works, however, and what seems po
tentially richest as a model for modern creativity, is
their catholic inclusiveness— the way they encom
pass bach and bal and basswith such equanimity. In
assemblageswhere the most recondite and the most
obvious signs can collaborate, each on their own
terms, so too a performance of classical music (an
nounced by a poster where the name of the violinist
Jan Kubeh'kadded another Kub pun; fig. 50), a pop
ular fete (bal), and a foreign beer (bass, the English
ale; fig. 51) can each be attended to without any
spurious leveling unity— and equally without a cen
soring compartmentalization of the diversity of a
modern metropolitan life. Ironically, in light of the
emigre Picasso's crucial role, these admixtures (in
part a reflection of the two artists' different temper
aments and tastes) show an updated version of the
kind of assured sampling of experience that outsid
ers often chafe at as maddeningly blase French dan
dyism. The modernism they propose preaches no
exclusive ideals of purity, nor does it traffic in abso-
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lutes; it gladly accommodates the vulgar and novel
yet apparently demands no blanket hostility to tradi
tional culture, seemingly unperturbed by any sense
of incompatibility between brandy and beer.
Replacing the more traditional subjects that had
dominated Cubism in 1909-10— women with
musical instruments, studio still lifes— these new as
semblages of paper and paint dramatically increased
the presence of an iconography of cosmopolitan so
ciability, or more precisely, of individual experiences
associated with public places: dice and cards, daily
newspapers and little avant-garde magazines, classi
cal concerts and movie handbills, alcohol and tobac
co. As many have remarked, a dominant motif in this
phase of Cubism, explicit or implied, was that of the
cafe table. It served in the way the renter's paradise
of suburban gardens and Sunday sailboats served as
Monet's and Renoir's motif of choice in the heyday
of Impressionism: in both cases,aggressivelydisrup
tive artistic innovation concerned itself with a world
of seemingly unproblematic urban recreation— and
thereby appeared to associate artistic freedom with
that modern kind of individuality defined by leisuretime choices.
The reference to the cafe world in the Cubists'
pasted-paper works also seems a modern continu
ation of the attention paid by Degas, Manet, and
Seurat to the commercial amusements of the city—
the world of drinking, shopping, and killing time.
These artists of early French modernism had focused
on the common, often tawdry, businessesof Parisian

50. Georges Braque. Violin: Mozart/ Kubelick. 1912. Oil on canvas, 18x24" (46x61 cm). Private collection, Switzerland
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51. Pablo Picasso. Bottle of Bass, Wineglass, Packet of Tobacco,and Calling Card. 1914. Pasted paper and pencil on paper, 9Vix 12" (24x
30.5 cm). Musee National d'Art Moderne, Centre Georges Pompidou, Paris.Gift of Louise and Michel Leiris, the donors retaining a life interest

diversion, sometimes with a positive appetite, some
times with a more jaundiced and critical eye. And
this continued conjunction of avant-garde art and
cheap consumer culture, of the difficult and the
easy, is potentially one of the most politically pro
vocative aspects of the Cubist collages and papiers
colles. But there are clearly limits to what we can
"read" from the scrapsof Paristhese artists left us. In
important ways, the vision of urban life in these col
lages is remarkably broad and varied; any given ar
rangement of news clippings and found paper can
contain the range of categories of experience adver
tised on the movie bills Braque appropriated (figs.
53,
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52. Pablo Picasso. Violin, Wineglasses,Pipe, and Anchor. 1912. Oil
and enamel on canvas, 31
(81 x54 cm). National Gallery,
Prague

54):

COMEDIE, DRAME, GRAND DRAME, SENSATION,

documentaire. Yet for all their heterogeneous inclusiveness,these works, like Renoir's and Monet's can
vases of the 1870s, take a very oblique and partial
slice from a complex moment in French life. In the
clipped materials, rumblings of the war to come abut
the wrappers of cigarettes smoked and the whimsies
of white-sale ads; while adjacent notices for things
we now think of as quintessential signs of the
time— Mistinguett at the Folies-Bergere and the
like—were left on the cutting-room floor. An at
tempt to decrypt from these works specific messages
about the epoch would seem simplistic, in a context
where elusive complexity is the defining order; and it
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53. Georges Braque. Guitar and Program: Statue d'epouvante. 1913. Charcoal, gouache, and pasted paper on paper, 28% x 39%" (73 x 100
cm). Musee Picasso,Paris
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54. Georges Braque. Checkerboard: Tivoli-Cinema. 1913. Gesso,pasted paper, charcoal, and oil on canvas,25% x 36%" (65.5 x 92 cm). Collection Rosengart, Lucerne
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would go against the grain of the way the words,
and the structure of the works as a whole, consist
ently work to subvert single-minded clarity. The
world of words the Cubists made in these papiers
colles is not merely an edited shorthand for the one
that surrounded them. It creates a shadow, or paral
lel, order in which fragments of an initial functional
clarity are reshuffled into expanded, unexpected
meanings. This was an antireductive art, and reduc
tive explanations betray it.
Braque, Picasso,and Gris brought together familiar
scraps and unfamiliar forms in order to give shape to
a particular sense of urban life on the eve of World
War I that was alternately ruminative and slapstick,
and mingled alarms and amusements; but obviously
their work has proved to offer more than simply an
account of that time and place. Over the years, it has
become more meaningful for us, constantly chal
lenging and still pertinent to our experience, not sim
ply because of its formal complexity, but because it
embodies a uniquely rich engagement with modern
society, dense with sociological implications and
moral weight that impose themselves on us, even
while they elude any pat definition. When we ask
the larger questions of what such works mean, we
are really probing beyond the particular message of
a given clipping or label, and beyond the immediate
sphere of reference of Parisin 1912-14, toward les
sons that might be drawn regarding modern art's
larger relationship to the social (and particularly
commercial) forces that generate newspapers, bill
boards, advertisements, and so on. This inquiry is
one that also involves, centrally, the consequencesof
the Cubists' innovations for subsequent artists. And
later art profited importantly, not from seeing pre
cisely what the Cubists were about, but from cre
atively misinterpreting their "message" in a fruitful,
often contradictory variety of ways.
In their immediate impact, certainly, Cubist col
lages and papiers colles proved to be less valuable
for any reflection they offered of the Cubists' par
ticular experiences than for the new model they pro
vided others— to engage with different areas of the
language of publicity and commerce and construct
sharply distinct versions of what modernity was.
Since there were no accompanying manifestoes, or
even interviews or statements, to clarify the pur
poses of the inner circle of initiators, Cubist works
with words, like Cubism in general, appeared to
many contemporaries to provide a language without
an ideology, in a time when there were numerous
ideologies in search of a language. If the inner circle
who made this language never said what it meant,
others nonetheless quickly saw what they could do
with it.
The Futurists, for example, had made the whole
issue of artistic engagement with the forces of mod
ern life the indispensable plank in their aesthetic
platform. Indeed, their call for painters and sculptors

to address the look of modern cities had begun as
early as the publication of their founding manifesto
(in a Parisiannewspaper, appropriately) in 1909; and
their influence, spreading through such poets as
Apollinaire and such painters as Robert Delaunay
and Fernand Leger, may have been a goad to the
Cubists in their opening-up to the evidences of mod
ern life. But if the Futurists provided Picasso and
Braque with needling ideas, it was certainly Picasso
and Braque who generated the forms the Futurists
adapted to give shape to their own visions. Futurist
painters such as Umberto Boccioni eagerly trans
posed the quiescent architecture of Analytic Cub
ism's facets into imagery of violent fracturing. And
when the Futurists saw the delphic syllables of the
papiers colles—jou, nal, bal— they transposed them
into comic-style transliterations of noises—zum,
ZANG,RRRRRRRRR
(fig. 55).

Reducing words to noises was no idle amusement
for them, but an earnest act consistent with their
urge to get down to the basics of communication.
Also, from their earlier devotion to Symbolist poetry,
they saw in the possibility of free-floating word frag
ments an opportunity to manifest what they held to
be deeper analogies: the running together of words
associated with disparate things, animate and inani
mate, would serve to capture the dawning modern
sense of the simultaneity of diverse experiences—
the fusion of objects, people, machines, noises,
light, smelis, and so on. In 1914, the Futurist painter
Giacomo Balla specifically combined his fascination
for noises and machines with a Cubist-inspired at
tention to typography, in a stage performance called
Macchina tipografica ("Printing Press") wherein
each of twelve performers acted out the role of a
part of the machine, moving in rhythm and repeat
ing a characteristic sound. The curtain for this per
formance (fig. 56) is one of the most vivid indications
of the Futurists' penchant for seizing on what had
been a series of little quips in Cubism and making
them into something programmatic and larger than
life. Through the optic of the Futurist imagination,
the running together of unrelated words and materi
als in collage seemed an appropriately telegraphic
form for the speeded-up thinking of modern man. In
Cubism, words and word fragments had generally
denoted concrete objects— liqueur bottles, newspa
pers— but now they came to stand in for ideas and
summarize unseen entities. At the same time, the
syntax of their assemblage revealed the interplay of
contending energies, becoming the vehicle of a
forceful overlapping and compression that conveyed
the impact of modern dynamism.
Linking motorcars and Mallarme in this fashion,
Futurist poetics, like that of Apollinaire from within
the Cubist circle, favored synthetic word-pictures.
F.T. Marinetti's Words in Freedom (Chaudronneries)
(fig. 57), for example, marshaled captured type frag
ments into the extended screams and chopped-off
metallic complaints of unmuffled machines, while
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55. Filippo Tom ma so Marinetti. Vive la France. 1914. Ink, crayon, and pasted paper on paper, 12 x 12%" (30.9 x 32.6 cm). The Museum of
Modern Art, New York. Gift of the Benjamin and FrancesBenenson Foundation
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56. Giacomo Balla. Sketch for stage. Printing Press.1914. Ink and pencil on paper, 8

x 12%" (22 x 32.5 cm). Museo Teatrale alia Scala,Milan

CHAVDRO/ftfEJtics

qazometkes
CrVERlTTOUT

FABRICATION
Df CABLES
J" J

skewing them into tilts and collisions. Similarly, Carlo
Carra assembled from printed ephemera not the
placid gaze from a cafe table, but an aerial view of a
riotous assembly,clamoring for war (fig. 58). He also
adapted Cubism's disjunctive combinations of sche
matic form and stenciled letters as a formula for
evoking military clashes, in abstract yet didactically
literal terms (fig. 59). In this way, jou yielded to jug
gernaut, and bal became battaglia. A new liberty
with letters allowed the Italians to express their
yearning for a modernity not of sociable urban plea
sures, but of blood-boiling cataclysm, alive with the
roar of crowds and the mingled chatter of valve tap
pets and machine guns.
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57. Filippo Tommaso Marinetti. Words in Freedom (Chaudronneries). c. 1912. Ink on paper, 12 x 8W (31x21 cm). Private collection

Where the Futurists saw the elements of a new lan
guage of belligerent purposefulness, though, others
who looked at Cubist works with words saw them as
the perfect point of departure for an art of deadpan
irony and subversive absurdity. The difference be
tween the literal and excited noise-words of the Ital
ians and the nonsensical, infantile word fragment
that these other, French and German artists adopted
as their group name— Dada— encapsulates the op
posed viewpoints. German Dada artists such as Han
nah Hoch and Raoul Hausmann, embittered by
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58. Carlo Carra. Interventionist Demonstration. 1914. Collage on pasteboard, 15
(38.5 x 30 cm). Mattioli Collection, Milan

59. Carlo Carra. TheNight of January 20. 1915,1Dreamed this Picture (Joffre's Angle of Penetration on the Marne against Two German Cubes).
1915. Collage of newsprint, paper painted with white gouache, postage stamp, with pencil, charcoal, and ink, 10x13
(25.4x34.3 cm).
Winston-Malbin Collection
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World War I and the failed revolution in Germany
that followed on it, adopted the model of cut-paper
assemblages as a way to turn the imagery and lan
guage of the dominant, commercially minded soci
ety against itself. Here the sense of hands-off
anonymity that the Cubists had established in their
use of found materials, commercial paints, and
decorator's tricks, became a programmatic substitu
tion of the mechanical for the human, as a willful de
nial of bourgeois ideals of subjectivity (figs. 60, 61).
The Dada artists' counterlogical tableaux, whose in
congruities and dislocations were intended to pro
voke awareness of the chaotic irrationality of
contemporary life, are better taken up in a later dis
cussion of the use of commercial imagery, in the
chapter "Advertising." But their work with words
and word fragments belongs here, as an alternative
to the racing letters of Marinetti and the others, to
show how the new adoption of public words could
move toward a trenchant critique of modern life as
well as a blustering affirmation. Instead of massing
printed characters into exulting, rowdy crowds, the
Dadaists pushed the fragmentations and ellipses of
Cubist work into new, sharper alienations: isolated
letters and phrases, attached to nothing, and a will
fully confounding babble of messageswithin a tilting
jumble of different scales and weights of type.
The Dada artists saw the modern language of
commerce as a target for subversion, but many of
them were certainly not above attention-getting

"promotional" events of their own. And in their hey
day before the war, the Futurists bathed in the head
lines, comfortably moving along with the most
raucous energies of modern advertising. Slogans,
manifestoes, and noisy demonstrations were central
to their aesthetic program; in fact, they typically

60. Raoul Hausmann. Dada Siegt. 1920.Watercolor and collage on
paper, mounted on board, 23%x17
(60x45 cm). Private
collection
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61. Raoul Hausmann. Dada-Cino. 1920. Photomontage, 12Vix8

(31.7x22.5 cm). Private collection, Switzerland

launched a rousing "hype" before they had worked
out an art to match it. For them, the new commercial
and journalistic ways of motivating interest and de
sire seemed a signal part of modernization, and were
not without implications for an artistic program
dedicated to fanning the constant lust for the new.
Their self-promotion carried this messageacross the
continent; and in any event, they were hardly alone
in this attitude. At a moment when avant-garde mi
norities all over Europe were struggling for an audi
ence, the dominance of new modes of public
persuasion provided if not a cause for celebration, at
least a model of effective communication, to be
turned if possible to the artists' own goals.
The language and look of publicity became a special
ly apt model when avant-garde art moved to step in
from its fringe position and enter public life along a
broad front, in Russiain the 1920s. Russianartists of
the teens had shown an immediate responseto Cub
ist adoptions of urban signage and newspaper ty
pography. Shifting their attention from the rude
signboards of small merchants to the typographic
overlaysof news kiosks and poster columns, Russian
painters such as Kasimir Malevich made a decisive
break with their earlier, primitivizing tendencies, and
abandoned their affection for rustic simplicity in fa
vor of an internationally oriented, cosmopolitan im-
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62. Kasimir Malevich. An Englishman in Moscow. 1913-14. Oil on
canvas, 34% x 22%" (88 x 57 cm). Stedelijk Museum, Amsterdam

63. Kasimir Malevich. Woman at Poster Column. 1914.Oil on canvaswith collage, 26% x 25Vi" (71 x 64
cm). Stedelijk Museum, Amsterdam
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agery of layered and dynamic city life (figs. 62-64).
These echoes of Parisian inclusiveness were soon
lost, however, in the more exclusive, focused pursuit
of new extremes of abstraction. When the public
word reentered Russian artistic thinking in the
1920s, it was in an altogether different context, as a
consciously manipulated device of combined propa
ganda and commerce.
Russiaof the early 1920s had its own form of perestroika, the New Economic Plan, which set state en
terprises in competition with private, profit-hungry
entrepreneurs. Civic-minded artists were called on to
beat these capitalists at their own game, by the
catchy design of wrappers, boxes, posters, and
painted walls that would woo buyers for state prod
ucts. The revolution had given them experience with
improvising splices between avant-garde art and
mass political indoctrination, in forms such as the
agitprop trains, painted in a Cubo-Futurist manner,
that were sent out into the provinces to act as mobile
podiums for instructing the peasants in the principles
of the new order. And when the state commercial
assignments of the 1920s called for a similar combi
nation of radical form and broad public address, that
conjunction seemed not just practicable but wholly
natural, even imperative, for a truly progressive art.
Modern advertising appeared to many Soviets of
the 1920s, artists and poets among them, not as

simply a capitalist evil, but as an objective technique
that (like the Ford assembly-line methods) could be
adapted to the higher purposes of Soviet society.
The private artistic imagination seemed obliged to
learn from such techniques in order to participate in
the transformation of the culture. The young Aleksandr Rodchenko, for example, was a quintessential
man of the age, a painter of cosmic abstractions,
then a maker of hanging sculptures that ignored
gravity, and then a photographer in search of unex
pected angles of vision that would change people's
ideas about the order of the world. Methodical in his
will to demolish all the enslaving traditions of the
past, he wanted art to be a full partner in the cre
ation of a liberated human consciousness and a
more rational society. With his students in one of the
art "laboratories" established by the revolution, he
had undertaken a back-to-basics examination of the
materials and shapes that could serve as foundations
for a new art, and in the 1920s he determined to
turn this analysistoward the reform of such practical
things as chairs and clothing. In this context, abstract
painting's former ambitions for direct accessto the
viewer's consciousnessseemed to him readily adapt
able to the task of propagating messagesof reform
to the broadest public. Basic geometry and boldly
clarified color could be yoked with eye-catching ty
pographic elements, and a headline-and-telegram-
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64. Kasimir Malevich. Private of the First Division. 1914. Oil on canvaswith collage, 21Vfcx 17W
(53.7 x 44.8 cm). The Museum of Modern Art, New York
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Rodchenko.
Packaging for Zebra biscuits.
5
(36 x 14.5 cm). Private collection

1924.

style diction, to disrupt the numbing routines of
tradition, and to open convergent routes toward the
irresistible communication of the government's
credo. It was only a small step more to direct that
feeling toward the good of the state in concrete
terms, such as the purchase of a certain kind of ciga
rette or light bulb (figs. 65-70). 33

66. Headquarters of the Mosselprom firm, Moscow, 1924, with ad
vertisements designed by Aleksandr Rodchenko, texts by Vladi
mir Mayakovsky

Rodchenko's frequent collaborator, as composer
of the advertising copy, was the poet Vladimir Maya
kovsky, who was intent on a similar reform of the
word itself. Mayakovksy, who had contributed to
highly simplified propaganda notices displayed in
otherwise empty store windows during the war and
the revolution, developed a keen appreciation for
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67. Aleksandr Rodchenko,
Private collection

text by Vladimir

Mayakovsky.

Wrappers for Our Industry caramels. 1924. Printed, each 3V« x 3" (8.2 x 7.7 cm).
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68. Aleksandr Rodchenko, text by Vladimir Mayakovsky. Advertisement for Chervonet cigarettes. 1923 (reconstructed by Vavara Stepanova, 1930). Gouache and photopaper, 4 x 10 (10.8 x 27.6 cm). Private collection
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the "poetry" of modern advertising. He found, as
did Marinetti, that the urgent condensation of slo
gans and headlines was a key expression of the spirit
of the age; given the opportunity to promote the
state's products, he determined to work directly in
this new syntax, and improve upon it on its own
terms. Hence he counted his formulation of the
catchy tag line for Mosselprom, the state purveyor of
agricultural products, Nigde krome kak v Mosselprome ("Nowhere ElseBut in Mosselprom"), as a fa
vorite poetic achievement.
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69. Kiosk, Moscow, 1926, with a Mosselprom advertisement de
signed by Aleksandr Rodchenko, text by Vladimir Mayakovsky

For creators with these purposes in view, the star
tled meetings Picassoand Braque had first arranged
between garrulous publicity and the hermetic avantgarde seemed to have initiated a romance of destiny.
Its progeny were now to leave the cafe and recon
quer the street— modern art, Soviet avant-garde
artists believed, was born to communicate, to
persuade, to change minds. Thus they determined to
make a new wholeness from the Cubist and Dada
incongruities, and to turn the idiom of modernism's
clubhouse jokes into rhetoric that would move the
masses.Painters turned graphic designers, like Rod
chenko and El Lissitzky, demonstrated that the
quirky incongruities of Cubist and Dada collages and
papiers colles—the ad hoc combinations of dispa
rate type sizes, the overlays, occlusions, and tilting
planes, and the abutting of the literal and the ab
stract— could be understood as the first stammer
ings of a coherent new public language, more
arresting and efficient than any before it. In their
work, these devices were combined (as John Bowlt
has shown) with lessons learned from indigenous
Russian advertisements of the years before World
War I, which had also employed bold typographic
layouts and slanted lines of print. The end result
was a new style of graphic/linguistic expression, rig
orously machine-tempered and objective, that sent
the word back onto walls, boxes, and book pages,
clothed in modern dress (figs. 71-73).
This in itself would be a remarkable story of reform,
in which the private innovations of Braque and Picas
so's little conversation in 1912 became, by a few in
termediary steps and within a decade, a signal part
of the official public language of a nation; and in
which parts from the capitalist economic machine
were cannibalized, through avant-garde art, to build
its greatest rival. But the fuller story is still more com
plex, as the line of influence turns into the trajectory
of a boomerang. The Russians' modern fusions of
words and design did not simply stay at home as pro-

o
57

QCJlEnMTEflbHD

Imheiiiebo
/7i6"
3
i6X

70. Aleksandr Rodchenko, text by Vladimir Mayakovsky. Advertisement for light bulbs at Gum, the State Department Store, Moscow.
1923 (reconstructed by Vavara Stepanova, 1930). Gouache and photopaper, 4
11
(11.3 x 28.5 cm). Private collection

paganda; they were transmitted back to the West
through magazines, books, and posters. (A Rod
chenko study for the cover of one of these books,
B. Arvatov's On Mayakovsky [fig. 71], provided the
inspiration for the cover of the present volume.)
Emigres, such as El Lissitzky himself, also carried the
innovations abroad. In Germany especially, Lissitzky's books and the influence of the Bauhaus
spread the new look through the avant-garde, and
then into broader commercial usage in advertising
and packaging.
After the 1925 Universal Exposition of Decorative
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71. Aleksandr Rodchenko. Cover design for On Mayakovsky, by B.
Arvatov. 1923.Gouacheand ink on paper, 9Vsx 6 (23.2x 15.5 cm).
Private collection

Arts in Paris,where the Russianpavilion made a last
ing impression on young European designers, the
modernizing trend — by now translated into a nota
bly looser set of lessons about asymmetry, "func
tionally" clean typefaces, and widened contrasts in
font scales and weights — caught on in mainstream
advertising and publishing, and began to affect post
ers, billboards, magazine covers, matchbooks, and
product packaging across the continent in the late
twenties and thirties. The self-styled progressive
French publicists, who had generally ignored the
avant-garde developments in the visual arts occur
ring under their noses in the teens and twenties,
now found themselves taken by a flanking attack, in
which the forces set loose by those same Parisianin
novations— by Cubist collages and papiers colles
most notably— came sweeping in from Russia and
Germany to overrun the fort.
When Picasso or
Braque walked down the boulevards and past the ki
osks of Paris in the thirties, each passed through a
public world of words that had come to echo in loud
if garbled fashion, and often with a Russianor Ger
man inflection, their private dialect of 1912.37
The process by which all these changes took place
is one that seems to involve some of the largest,
most potent forces of our age: the rise of massjour
nalism, the advance of modern advertising, and the
relation of European capitalism and American sales
techniques to Soviet communism. But the more
closely we look at the process,the more it appears to
have been driven by the work of a few people who
formed small cliques, which in turn controlled little
magazines, which in turn helped constitute larger
communities of taste, and so on. We can see that
typography got into modern art to begin with
through a private round of one-upping competition
among two or three artists; and that the idea spread
and transformed itself as it provided a tool for other
purposes in other corners of the avant-garde, by a
chain of identifiable individuals like Marinetti and
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72. Aleksandr Rodchenko. Cover design for the prospectus of the first issueof Lef. 1923. Printed, 8
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73. El Lissitzky. "The Sun," from Dyla Golosa ("For the Voice"), by
Vladimir Mayakovsky (Berlin: RSFSRState Publishing House, 1923)

x 5W (22.5 x 14.3 cm). Private collection

smalt groups like the Berlin Dada artists. Through
transmitting agents like Lissitzky,this also seems to
be the way the new typographic styles began to re
bound back into broad usage in commerce. The less
charted parts of the tale, though, are the later ones,
where the reprise of modernized graphics by maga
zines and packaging designers tends to remain in the
realm of collective anonymity — the magazine "busi
ness" or the advertising "industry" — because far
less about the individuals and factions within those
corporate entities has been published, or even
acknowledged.
Luckily,though, one of the key agents in this later
part of the story identified himself through his writ
ings, and reflected on the larger history as well. Mehemed Fehmy Agha, who formed his tastes in
Germany in the 1920s and thus had direct experi
ence of the work of pioneering modern graphic de
signers such as Lissitzky, was called to America by
the publisher Conde Nast in 1929. "Dr." Agha, as he
was known, subsequently redesigned American
Vogue and other publications in a way that helped
bring the United States into the wave of moderniza
tion of type styles and layout sweeping Europe.
And in 1931, Agha wrote a brief but acute article
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74. Pablo Picasso. Head of a Man. 1912. Ink and pasted paper on paper, 24% x 18Vi"
(63x47 cm). Musee d'Art Moderne, Villeneuve-d'Ascq. Gift of Genevieve and Jean
Masurel

that gave an overview of one particular element in
the changes he had lived through and affected: the
emergence of sans serif as the official family of type
39
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faces constituting the modern style.
Picasso, Braque, and Gris, as we noted earlier,
recurrently plucked out of newspapers and ads ex
amples from a certain class of typefaces: chunky,
utilitarian, and bearing either blocky serifs or none at
all (figs. 16, 74). When they did that, around 1912—
15, these forms were hangovers of the crude poster
typefaces of the previous century (fig. 75). The first
sans-serif faces, after 1800, may have owed some
thing to the emulation of archaic stone inscriptions
from antiquity, as a part of neoclassicism; but a
great many of the most prominent ones had been
devised out of the necessity, in the huge wooden
pieces of type used for posters, to eliminate serifs
that would have been especially vulnerable to the
physical pressuresof printing. The Cubists' selection
of these workaday characters from the printer's bin,
dated and utterly lacking in anything one could call
style, represented what Agha called "a light Gallic
joke," that then was taken up in earnest by outsiders
in Germany and Russia.(The Futurists, too, adopted
rudely bold poster type for the masthead of their
journal Lacerba\ and Picassoresponded positively by
including that masthead in one of his works [fig.

76].) In the context of the broad and fast-spreading
influence of Cubist and Dada innovations in collage
and papier colle, outsiders saw the direct simplicity
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76. Pablo Picasso. Pipe, Wineglass, Newspaper, Guitar, and Bottle of Vieux Marc: Lacerba. 1914.
Pasted paper, oil, and chalk on canvas, 28% x 23%" (73.2 x 59.4 cm). Peggy Guggenheim Collection,
Venice; The Solomon R. Guggenheim Foundation

of these letters, isolated or in word fragments, as an
essential element in the new look of modernity. And
these eager innovators then formulated procedures
that would capture that look— by imposing programmatically tilted type lines and sudden scale
shifts, and also by devising new, no-nonsense,
"functional" sans-serif type fonts. The vogue for the
new typefaces, seemingly so attuned to the machine
age in their stripped-down bareness, then spread
through magazines to expositions and eventually
back out into the broadest currents of public print in
the 1930s. Nor does the story stop there; the page
you are now reading is set in a sans-serif type that
was designed in 1976 and could be counted among
the distant consequences of the changes we have
been charting.
Agha saw that the history of sans-serif type was a
wheel: starting from the lowest, least prestigious
strata of public currency, moving up by artists' selec
tion into rarefied levels of avant-garde experiment,
and from there revolving back around to reenter,
and transform, the widest currency of public lan
guage. His typographical mini-history involved only
matters of the form and style of the modern world of
words, rather than more telling issuesof its content;
but it points out some basic facts of twentiethcentury history that are useful to recognize. Above

all, it suggests that the world of modern public lan
guage and that of avant-garde innovation are not ir
revocably separate domains, but parallel historical
developments, which have recurrently engaged in
exchanges, in both directions. The story is one in
which modern art was neither simply an enemy of
modern commercial culture nor just an occasional
poacher on its territory, but a partner in a complex
pas de deux of give-and-take: the one drew from
the other, and then vice versa. Agha's wheel is a pat
tern of linkages and transformations that moves
things from one category to another, from one use
to another, and from one level of consideration to
another. Rather than trying to define isolating bar
riers and divisions, it sketches a case for the interde
pendence, within modern art, between playful
aesthetic innovation and powerful social activism,
and between things that seem merely utilitarian,
even shopworn, and things that, in the hands of an
artist, can become potent, meaningful, and com
plex. In this sense, the little tale about type may also
be a typical tale— and its wheel-like motion worth
remembering in the larger cycle of modern art's in
terchanges with popular culture. Those who prefer
their categories static— with low, utilitarian graphics
remaining comfortably distinct from the language
of high art, or avant-garde innovations remaining
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fiercely inassimilable to mundane commercial pur
poses— are in for frustration and disappointment in
this turning world.
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Agha saw the cycle of give-and-take between mod
ern art and the world of commerce and journalism as
a revolving comedy of manners. Others might view
that wheel as the one on which modern art is
broken, by the inexorable descent of vanguard ideals
into trivial currency. But any vision that would re
quire true art to be imperviously resistant to the
common life of the public market, or that would re
quire us to separate the vanguard from the vulgar
without allowance for fruitful crossover,is a vision ill
suited to contend with modern history in its larger
workings, and inadequate to embrace the lived ex
periences of modern artists.
Locally, Cubist collages and papiers colles show
that the most hermetic formal speculations may be
perfectly commensurate with cheap humor and
mundane popular diversions. And even more point
edly, these little assemblagesinsist that an openness
to unconsidered possibilities within seemingly trivial
things that everyone shares may be a privileged
route to the most remarkable cultural changes. The
consequences of Cubism show, too, that an artist
can generate from the public world of words the
basis for several things at once. From it may come
authentic new work of great difficulty and contrar
iness, or powerful new styles of mass persuasion, or
disorienting languages of critique and protest, or
trivial manners of decoration. And all of these may
coexist without contradiction, within the same ep

och, the same city, or even the same life, in the com
pass of a day or an hour. Consider in this regard a
final example that belies the application of neatly
separated categories: the case of the German Dada
artist Kurt Schwitters, for whom Picasso's and
Braque's way of assembling printed ephemera was
the key to developing a personal manner of living
within, but against the grain of, the provincial
burgher society of Hannover.
The name for Schwitters's art, Merz, was originally
just a clipping from kommerz ("commerce") in one
collage of the late teens. But then he decided, in a
self-conscious marketing strategy, to adopt this
word fragment systematically as a brand name for
his work, his attitude, and himself: by the late 1920s
he could say, "Now I call myself Merz."
Nor was
this label arbitrary. In the printed world where the
Cubists had found games and dreams, Schwitters
found crap: Merz, though meaningless in itself, is
close to the French slang, merde, for excrement.
That combination of blank unfamiliarity and covert
scatology satisfied his paradoxical aesthetic, in which
zeal for pure, new, abstract languages cohabited
with a hoarding instinct for society's detritus. If jou
was a serendipitous logo for the Cubists' playful sub
version of public language, the Merz trademark
served as an apt emblem of Schwitters's ambivalent
involvement in, and contempt for, a world built on
business.
Schwitters set out to make "new art forms from
the remains of a former culture."
His mature as
semblages are compiled wholly from detritus; and
the signs of usage and decomposition — cuts, tears,
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78. Kurt Schwitters. The Saddler Portfolio. 1922. Collage, 15

(38.4 x 55.8 cm). Collection E. W. Kornfeld, Berlin
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79. Kurt Schwitters. Figurine. 1921. Collage, 6
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x 3W (17.3 x 9.2 cm). Private collection

partiality itself— play an evident, expressive role. He
often dwelt on a world gone by, fashioning mocksentimental tributes to imagined ladies by clipping
clothing ads in which the ornate typefaces and
blandly idealized wood-engravings epitomized com
placent materialism (figs. 77-79). A cigarette pack,
with its evocations of faraway places, could be the
material for a romantic dialogue with a woman's
name (fig. 80). This vein of evident nostalgia, like his
hoarder's sense of horror vacui (fig. 81), sets the
work well away from the more confident, spacious

Cubist works that preceded it.
Schwitters's frugal, twine-saver's art trafficked not
in words for cognacs, cafes, and concerts, but in tiny
tram tickets, wrappers from much-loved chocolates,
and labels from small, torn packages. It had less to
do with sociability than with solitary wanderings,
real and imagined, and diaristic fantasies; instead of
savoring hot headlines and crude humor, it aimed to
wrest more uncertain meanings from thoroughly
perfunctory public notices (dogs must be kept on
leash), the most weary cliches, and snippets of re-

V' *' .
:'r

M

•

MissBlai
EgypHc
ARE OBTAINABLE
quality"
FINE
SUPERFIH
BOUQUE

onen, bij gebieke
opnieuw moet wortfen

!JLL5!!:
Gontrame

i

y

2961

in tegenwooni igl= i I a . <V
gici' uitKohenien. - Op vitrXaogi
ri^unkanr; toonen, by gebroke
v;vn opnieuw moet worjiun b=

ie
Cigarej
rlREE FLA
r price"
2 CI
2>2
3

F N°

TS6
;3U^E}

I
riddVH

i
;.
iilujj
•
,
0
onieuw moet worden betake

ia^jiiggiiijg^—

B^^

AGSCHt.TRAM'A
-ift. .

U:
80. Kurt Schwitters. Miss Blanche. 1923. Collage, 6Vi x 5" (1 5.9 x 12.7 cm). Collec
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82. Kurt Schwitters. Eva Stee. 1937-38. Collage, 9
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x 7Vi" (24.8 x 19.4 cm). Courtesy Marlborough Fine Art, London

fuse, by displacing them from their original contexts
into new, illogical relationships. His intimately scaled
collages, like his poetry, cherished the genteel disori
entation of these used, wholly banal things, or
words, or phrases.The tender form of art that results
is at once sentimental and ironic, tidy and trashy,
commonplace and intensely personal.
If this is remote from Parisiansociability, it seems
further still from Futurist clamor, and Russianpropa
ganda. Schwitters's art tears, fold by fold and scrap
by scrap, the words of a private, intimate dialogue
from the mundane registers of the public word. Yet,
surprisingly, he also had a "second identity," which
belongs firmly within the story of modernization and
reform encountered in Soviet propaganda and ad
vertising. One of Schwitters's close associates and
occasional collaborators was El Lissitzky; and Schwit
ters's writings on typography show he understood
Lissitzky'slessonswell: simple, clear typefaces, com
posed in a way that suggested machine-like imper
sonality, with nothing ornamental, and detached
letters used as independent, abstract symbols. With

these precepts in mind, Schwitters opened his own
graphic-design business in Hannover in 1924 (fig.
83). He enjoyed notable success in devising sleekly
modern ads and packaging for the manufacturer of
Pelikan inks (fig. 84), and eventually won— in a poi
gnant irony that put the ragman in charge of the
cloth mill—the contract for production of the city of
Hannover's official printed matter.
This odd, Penelope-like double existence— mak
ing the public's print by day, and tearing it up by
night — makes Schwitters a special figure in the story
of art's early encounter with the public world of
words. His working on two fronts embodies the bi
furcated evolution of the Cubists' innovations with
found language and letters. On the one hand, the
"liberation" of words, which snatched them from
their public contexts and scattered their fragments
within a composition of abstracted form, gave new
options to those modernizers who sought an insist
ently unsubjective and impersonal art, bent variously
on declamation, criticism, and persuasion. On the
other, the model of an art built on private jokes and
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carefully preserved snippets of ephemera also sug
gested a new way that personal fantasy, nostalgia,
and intimate psychic complexities could build their
own nests with threads from the fabric of a mass
commercial society.
The simultaneities of Schwitters's early life take
place, however, and Agha's wheel turns, wholly
within the circle of the printed word. In this cycle of
modern artists engaged with the products of the
modern world, we never seem to step outside' the
world of words that are pre-processed by social
functions such as journalism, advertising, and pack
aging. We might well expect that the relation be
tween artists and their sources in urban culture
would change if the language at issue were still fur
ther outside the domain of art— not on up-to-date
posters and newsprint, but in the raw, immemorial
vernacular of the streets. And that scarred and ob
scure field of writing is our next concern.
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1. Giacomo Balla. Bankruptcy. 1902. Oil on canvas,46Vbx 63W (116 x 160 cm). Museum Ludwig, Cologne
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hen Picassoand Braque stopped
on the boulevard to look up at
the possibilitiesin newsprint and
billboards, they felt the winds of
modernity's springtime in their
faces. But in 1902, when Giacomo Balla looked down at tan
gled chalk marks closer to the
gutter (figs. 1, 2), he inhaled an
other atmosphere, vented from the underside of soci
ety in a form that seemed stagnantly invariant. In
opposition to the snappy, upbeat look of the new pub
licity, here was a kind of public "writing" that was
clumsy, untutored, willfully destructive, and ignorant
of pretense to commercial utility. Across the shiny
surface of progress's yes, it scrawled a stubbornly
atavistic no.
Yet this kind of scrawl has now become an inevita
ble, inescapablefixture of modern experience.As the
tide-line left by an irrepressiblesocial current, it has
in the past quarter century flowed down every
city street in the Western
world, over concrete road
way barriers, brimming to
the top of subway cars,
coating park benches,toi
let stalls, and monuments
alike. And an equally un
avoidable counterflow of
opinion has tried to press
it on our minds as the au
thentic signature of our
overenergized but rotting
cities. It has been praised
and damned as the telling
upsurge of the "primitive"
into the present, and has
been embraced as the last authentic domain of a "nat
ural" expressiveart. In an age of processedinforma
tion, this guerrilla channel gives us raw news from
society's margins: the writings on public walls appear
to manifest libido without limits; an urge to defile, tri
umphant over respect for property or fear of law; and
the shrieking, antisocial assertion of "me" against all
civic constraint. Like crime, poverty,and other intracta
ble features of human society, it seems to take on a
new intensity and range of meaning in the present, as
its very persistencemocks proud hopes for a modernity
nobly different from the past.
Anyone who has lived through these past twentyfive years knows that this kind of writing has a sharply
defined contemporary history, marked by the advent
of new media, an ebb and flow of styles, moments of
invention, strands of development, and periods of ex
haustion. But in longer-range terms, it has had no re
corded history: we know precious little about it,
becauseapparently no one but we, and our immediate
ancestorsin Western culture, have ever cared to know.
We blithely think of inscribing and drawing on public

walls as a universal part of human nature, familiar in
varying guises to all societies from the Pleistoceneto
Pompeii. Yet, while we can show that ancient Egyp
tians and Romans commonly scratched names and
messagesonto monuments, there is no sign that any
one, until the eighteenth and especiallythe nineteenth
century, thought this was a separate, special category
of activity worthy of any notice. And the distinctions
we now make between licit and illicit markings, or be
tween adornment and defacement, involve ex-postfacto categories that ill accommodate a range of
instancesstretching from commissioned votive prayers
on Nubian temples to pictograms scratched on Mayan
stelae and explorers' marks in the American deserts
(fig. 3). To lump all these marks from the past togeth
er, and relate them to the walls around us, we have
settled on a blanket term of convenience, originally
adopted by nineteenth-century archeologists: graffiti.
And in every sense of its meaning to us, graffiti is a
recent discovery.
We will never be able to
write a full history, back
through the ages, of what
graffiti has been: for one
thing, practitioners and
enemies alike have ef
faced the evidencea thou
sand times over. But we
can sketch the history,
over the past two centu
ries, of what we have
thought it to be, and of
how we came to think
about it at all. The story of
that discovery is inter
twined with the story of
modern art's origins and
development. Yet for any
one prone to global generalizationsabout the relation
ship between easel art and street art, it is a cautionary
tale. Unlike the history of words and typefaces, which
centered on the innovative phenomena of modern
publicity,this is a history of how new attitudes came to
embrace something very old—how fresh possibilities
and modern poetics came to be found where only im
memorial, unregenerate vandalism seemed to lie. And
the story advances with an altogether different, sur
prising rhythm, as an intellectual prelude in the last
century sets up a special combination of prepared ex
pectations and postponed conclusions in this one.

GRAFFITI

Bankruptcy (fig. 1) seems to be the first painting ever
to give center stage to graffiti. But by the time Balla
painted it, archeologists, linguists, and sociologistshad
been thinking seriously about the subject for more
than a century—and studiously ignoring it for at least
half a century more than that. There had been rare
mentions of graffiti in literature before the mideighteenth century, and even curiosities like the jocular
compendium of "bog-house" messages (bathroom
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2. Giacomo Balla. Study for Bankruptcy. 1902. Crayon on paper,
y/t x 3W (9.5 x 8.2 cm). Private collection, Rome
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epigrams,also known as "latrinalia") published in Lon
don in 1731.1The excavationof Pompeiithat began in
1748, however, opened a fresh set of possibilitiesfor
this subject's entry into recorded history. Vesuvius's
eruption in a.d. 79 had preservedin Pompeiia unique,
freeze-frame record of antiquity; and when it was un
covered, modern eyes saw pristine evidence of every
day chalked and scratchedwall inscriptions, preserved
from the overlaysand effacements that had long since
covered their like in exposed sites. On these walls as
nowhere else, a wealth of oaths and imprecations,
drawings and historical references, prayers and ob
scenities, put the flesh (sometimes all too weak and
human) of daily life back onto the noble skeleton of an
idealized ancient culture.
Yet, in an early demonstration of a rule that has
shaped the whole history of graffiti's "discovery," all
this was largely ignored until observerswere prepared
to make something of it. The Pompeiangraffiti appar
ently had nothing to sayto those who looked at it with
tastes informed by nascent neoclassicism.Though the
inscriptions were recorded in the reports of the ex
cavations, and mentioned briefly in at least two late
eighteenth-century studies, more than eighty years
elapsed between the start of digging and the publica
tion of the first serious remarks on their content.
Serious historical documentation of graffiti began
only in the early yearsof the nineteenth century, at the
time of the Napoleonic incursions into Egypt, when
French scholars, such as Jacques-Josephand JeanFrangoisChampollion (the latter was decoder of the
Rosettastone), resolvedto basetheir study of the exot
ic and ancient on a diligent notation of all the textual
evidence inscribed on monuments and ruins. Such
objective scrutiny of previouslyuncharted phenomena
was characteristicof the emerging Romantic frame of

mind. But equally new with Romanticism was a
heightened admiration for popular-cultural features,
such as folk song, that had formerly been thought
merely debasedand inferior. And as this sentiment de
veloped, simple documentary attention to graffiti was
gradually supplanted by a special appreciation for un
official inscriptions as a singular classof evidence,that
afforded a particular insight into the mores of past cul
tures—including, after this long delay, Pompeii's.
English visitors of the early 1830s remarked on
the graffiti, and one of them, the Rev. Christopher
Wordsworth, devoted a book-length study to the Inscriptiones Pompeianae. But these early notices dis
claimed any regard for the aesthetic quality of what
they saw, and bridled at discussingthe numerous ob
scenities (which were evidence, Wordsworth sniffed,
of the moral depravity underlying the beauty of the an
cient city's decor). In the ensuing years, not just the
textual evidence but the look of the walls themselves
became more thoroughly documented. The Italian
scholar F. M. Avellino published engraved reproduc
tions of some of the inscriptions in 1841 (fig. 4),6 and
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3. Timothy O'Sullivan. Historic Spanish Record of the Conquest,
Inscription Rock. 1873. Albumen print. National Archives, Washing
ton, D.C.

in 1856 Raphael Garrucci brought out a larger study
that became widely known (figs. 5-7). 7 Garrucci,
whose book is the most important early treatment of
the subject, extended the meaning of graffiti, till then
a paleographer's term, to include popular wall draw
ings as well as discursiveinscriptions. Subsequent ar
cheology of antique and Christian Rome uncovered
more pockets of such unofficial markings (fig. 8).8
These ancient "demotic" or "cursive" inscriptions
interested historians for what they said about those
who inscribed them; but others began speculating on
what such marks revealedabout human nature in gen
eral, and about art in particular. In an 1848 treatise,
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4. Pompeian wall inscriptions,from Cav. F.M. Avellino,Osservazioni sopra alcune iscrizioni e disegni graffiti sulle mura di Pompei (Naples:
StamperiaReale, 1841), figs. 2, 3, 1

9

10

the Swissartist Rodolphe Topffer expresseddelight at
learning that the wall drawings of Pompeiiand Herculaneum (which apparently he knew only by reports) re
sembled the drawings of children and the art of
"savages." He took all these things as evidence for a
common, universal point of origin for all art and all
ideasof beauty.That origin lay,Topffer asserted,not in
the instinct to imitate appearances,but in an urge to
give material form to mental conceptions. And he felt
the rude, schematic nature of the excavated wall
drawings bore witness to this unchanging, innate
dominance of invention over imitation in all human
expression.
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7. Unidentified Pompeian wall inscriptions, from Garrucci, Graffiti
de Pompei, pi. 29, nos. 1-4, 7, 8
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5. "Serpentis lusus. ..." Pompeian wall inscription, from Raphael
Garrucci,Graffiti de Pompei, 2nd ed. (Paris: Benjamin Duprat, 1856),
pi. 6, no. 1
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6. "Psyce." Pompeian
wall inscription, from
Garrucci, Graffiti de
Pompei. pi. 16, no. 8

In his 1865 study of caricature, the Frenchchampi
on of folk song Champfleury followed the same line
of thinking, and took the crucial step of seeing one
of the most famous of Pompeian graffiti (fig. 9) in.
aesthetic terms. He argued that it was a painter's
first idea for a composition, with the same traits of
impetuous brevity he admired in Delacroix's initial
sketches. If the general thrust of graffiti study was
toward a new knowledge of the lower orders,
Champfleury, more explicitly than Topffer, linked
this to a notion of genius: the essential fire of an
artist, he felt, already appeared in those rare older
expressionsthat were urgent, unpremeditated delin
eations of ideas.

HJ

8. Inscriptions over a wall painting of Saint Cornelius, from Abbe
Martigny, Dictionnaire des antiquites chretiennes, 3rd ed. (Paris:
Librairie Hachette, 1889), p. 336

9. Gladiator scene. Pompeian wall drawing, from Garrucci, Graffiti de Pompei, pi. 29, no. 6
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TATOOAGKS DK CBIMINRI.S

10. Tattoos of criminals, from Cesare Lombroso, Les Palimpsestes
des prisons (Lyon: A. Storck; Paris: G. Masson, 1894), fig. 23

These first responses to graffiti were based on a
positive idea of primitivism, which saw in all untu
tored drawings a valuable residue of the primary

urge to create. But decades later, amid pseudoDarwinian concepts of evolutionary progress, the
idea that graffiti was essentially a primitive form took
on a less appealing coloration. At the end of the
nineteenth century, when sociologists finally direct
ed serious study toward modern Western society's
own wall inscriptions, they focused exclusively on
the graffiti in prison cells— recording and classifying
it, in the same way they examined the slang of lowlife types, in order to discern the distinctive states of
mind of thieves, murderers, and their ilk. Lessformal
compendiums of folkways like the Rev. J. W. Horsley's Jottings from Jail (1887) gave way to such
"scientifically" serious tomes as Dr. Emile Laurent's
Les Habitues des prisons de Paris(1890) and Cesare
Lombroso's Les Palimpsestesdes prisons (1894), and
the study of graffiti became associated with theories
of criminality as atavism (fig. 10).11
Lombroso might be taken as a harbinger of to
day's rogue-chromosome theories of criminal behav
ior; he was best known for his general notion that
criminality was hereditary, and that criminals were
throwbacks to earlier evolutionary states. Along
these lines, he saw graffiti as the recurrence of an
original form of language, which he linked both to
the infantile desire to scribble and to the revelation
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ot the unconscious in the unguarded drawings of
geniuses. Havelock Ellis followed this same reason
ing in The Criminal (1890, rev. 1903), when he saw
the human tendency to make graffiti as "scarce^
distinguishable from the instinct which leads to the
production of heroic works of art."
In each case,
graffiti was taken seriously,only to be stigmatized as
the unevolved, regressive behavior of the socially
dysfunctional.
These psychologically oriented studies were finally
extended beyond the sphere of pathology in the se
ries of articles on graffiti published by G. H. Luquet,
beginning in 1910. Luquet gathered his evidence
from the walls along Parisianstreets, from barracks
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Zur Seite 197 und 198.
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12. Urinating figures, from Luquet, "Sur la survivance des caracteres
du dessin enfantin," p. 534
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13. Genital graffiti,
from Luquet, "Sur la
survivance des carac
teres du dessin en
fantin," p. 531, fig. 15
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11. Genital graffiti, from G. H. Luquet, "Sur la survivance des carac
teres du dessin enfantin dans des graffiti a indications sexuelles,"
Anthropophyteia, 7 (1910), p. 530
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and toilet stalls. For him, exactly the kind of obscene
drawings which had seemed so base and unworthy
to early writers on Pompeii were of special interest,
as markers of universally shared preoccupations
(figs. 11-14). Luquet sought to make specific, struc
tural connections between the manners of rendering
in primitive art, children's art, and the graffiti of
adults. All of these, he felt, showed the innate pre
dominance of what he called "logical realism." This
way of drawing stressed the depiction of attributes
thought important, whether they were visible or
not: when male genitals were drawn, for example,
the testicles would appear as circles inside the scro
tum (figs. 11, 14). Luquet felt the evidence showed
that this conceptual mode of representation was in
nate, while "visual realism," which only rendered
appearances, had to be learned. By World War I,

14. Genital graffiti, from G. H. Luquet, "Sur un cas d'homonymie
graphique: Sexe et visage humain," Anthropophyteia. 7 (1910),
p. 536

then, Topffer's initial intuition about the universal
origins of "childish" and "savage" art in basic men
tal processes of creative conception had been cod
ified in modern psychology and anthropology; and
both the criminality and sexuality of graffiti had be
come established parts of its appeal to science.
Well before such writers on graffiti had become
interested in the ways children and criminals might
be like artists, however, there had already been a
modest echoing tradition, in which artists seem to
have enjoyed thinking of themselves as children and
criminals. In the seventeenth century Pieter Saenredam and Gerard Houckgeest, Dutch painters who
depicted the spare interiors of Protestant churches,
painted in their signatures as if scratched on the
church piers, along with the other childish drawings
they recorded on these columns—a gently selfhumbling idea of the artist as scribbler, with some

16. J. J. Grandville. Artist drawing his name on a graffiti-covered
wall, from Cent Proverbes (Paris: H. Fournier, 1845), p. 354

Such rare early documents linked the creator's ac
tivity with that of innocents, or of lovers who mark
their trysting spots. But nineteenth-century instances
are more explicit about the criminality of graffiti, and
the artist's identification with that outlaw aspect.
Daumier's contemporary Charles-Joseph Travies
imagined street urchins propagating his colleague
Philipon's insulting caricature of King Louis-Philippe
as a pear (poire means something like "fathead" in
French slang), and implicitly associated the outsider
aggression of his trade, political satire, with the irrev
erent and irrepressible crudities of street art (fig. 15).
The caricaturist J. J. Grandville showed himself, with
a furtive glance over the shoulder, adding his signa
ture to the roster of graffiti on an oft-marred wall
(fig. 16). In each case, the satirist implicitly adopted

15. Charles- Joseph Travies. "La Poire est devenue populaire!,"
from Le Charivari, April 28, 1833.The Metropolitan Museum of Art,
New York. Gift of Arthur Sachs,1923 (23.92.1)
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overtone of a vanitas marking by a passing actor on a
permanent stage. Their contemporary colleague in
Rome, Pieter van Laer,showed his rowdy fellows in a
more secular setting and earthier mood, scrawling
their names and various farcical caricatures on a tav
ern wall. And in an exceptional journal made be
tween 1780 and 1787, Mes inscriptions, the French
writer Restif de La Bretonne evoked himself as
graffiti-maker in still more complex terms. Despite
the mockery of urchins who often defaced his work,
Restif took a bittersweet pleasure from inscribing
various spots in Pariswith the record (solemnly ren
dered in Latin) of telling moments in his life, and
then periodically returning to see how his marks
were faring. (Recent art-world language would class
this as a "process piece.") Restif's work was a kind of
diary, in which the graffiti served as a stimulus for
meditations on mortality and the passageof time— a
way to map the author's private existence on the
public fabric of Paris,and vice versa.

17. James Ensor. The Pisser.1887. Etching, 6 x 4V«"(14.9 x 10.8 cm).
Private collection, Brussels
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18. Vittorio Corcos. Portrait of Yorick. 1889. Oil on canvas, 6'6
(200 x 141 cm). Museo Civico Giovanni Fattori, Livorno

the urban scrawler's marginal role as antiauthoritarian bad boy—and perhaps fantasized about a form
of art that could communicate the most aggressive
impulses directly to the public without censorship or
compromise. In a less romanticized vision, the Bel
gian painter James Ensor "inscribed" imprecations
against himself (ensor est un fou ["Ensor is a mad
man"] appears just over the graffiti drawing in fig.
17), and then had his surrogate figure defame the
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19. Vittorio Corcos. Portrait of Yorick (detail)
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defamation, by urinating against the offending wall.
And in a final, Realistinstance from 1889 that brings
us back, close to the milieu of Balla's Bankruptcy, the
Italian painter Vittorio Corcos showed the critic Pietro Ferrigni against a graffiti-decked wall, on which a
crude, potbellied figure seems both a mocking echo
of the subject himself and a good-humored homage
by the artist to the more pungent immediacy of an
other style of rendering (figs. 18, 19).17

1

19
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In both intellectual and visual terms, then, the chron
icle of early interest in graffiti is one that we might
imagine was approaching its logical conclusion,
around the time of World War I, in the emergence of
these markings and drawings on public walls as a
source of inspiration for modern artists. We can see
that all the elements were available for this renegade
form to take its place among other kinds of low art
and non-art—folk broadsides, children's drawings,
tribal art, and others—whose styles would be em
braced by the avant-garde as antinaturalistic anti
dotes to established standards, and as affronts to
common notions of trained technique.
Yet the story does not have that expected result;
for, while those other forms of "untutored" expres
sion came to have a sharp impact on early modern
artists, graffiti did not. Tribal art helped catalyze
some of Picasso'smost impressive innovations, folk
painting influenced Vasily Kandinsky's abstraction,
and children's drawings affected the work of Paul
Klee; but, as measured both by the record of state
ments and manifestoes and by the visual evidence,
graffiti remained almost entirely beyond the pale.
It is tricky to speculate on why something did not
happen, but it would seem fair to venture some
guesses.Graffiti as a whole is a composite phenom
enon, part childish prank, part adult insult. It is
whimsical and political, amused and angry, witty and
obscene, often tending toward the palimpsest, and
made up of elements of imagery, writing, and simple
marking. One part of that mix, caricatural drawing,
was taken into modern art from other sources (ex
amined in the next chapter). For the rest, Guillaume
Apollinaire may have had graffiti's peculiar combina
tions of words and images in mind when he made
his experimental poem-pictures of 1913-16, the
Calligrammes, published in 1918 (fig. 20); such imagistic arrangements can be found as far back as the
serpent from Pompeii (fig. 5). And the words in
scribed across several paintings by the Russianavantgarde artists Mikhail Larionov and Aleksandr
Shevchenko around 1911-12 may also count graffiti
among their sources of inspiration. But in general
graffiti was perhaps perceived, despite the elements
of atavism many claimed to see in it, as an urban and
street-smart phenomenon, barren of the connota
tions of exotic liberty from Western knowledge, or of
unspoiled purity, that made folk or tribal art attrac
tive. Also, the typical aleatory and additive look of
graffiti lacked the concision of form that was inspir
ing in, say,African sculpture; and, finally, the associ
ations it carried were perhaps more strongly those of
wear and tear, decay and degradation, than of pri
mordial originality.
Two exceptions, early works that do take notice of
graffiti, tend to confirm such suspicions. Balla's
Bankruptcy stems from a period of his painting that
charts the gritty working life of the modern city. The
random handwriting of the down-and-out, which he
studied in a preparatory drawing (fig. 2), was wholly

at odds with the misty residue of "scientific" pointillism in the painting. Unlike the typical Futurist cele
brations of things to come, the picture bears
impassive witness to what is ending, and what re
mains unreformed: the casualties of modern capital
ism and the crude impulse to deface. A mordant bit
of social reporting on the look of failure and abuse, it
has little to do with the chronophotographic dyna
mism of Balla's later Futurist canvases, and still less
to do with his later ventures into a geometrically
based abstraction.
The other early modern work obliquely related to
graffiti, a whimsical piece of smut by a Frenchman
bent on renouncing painting altogether, was even
further from Havelock Ellis's "instinct which leads
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20. Guillaume Apollinaire.
1918)

"II pleut," from Calligrammes (Paris,

to the production of heroic works of art." In 1919
Marcel Duchamp produced a small "rectified
Readymade" in the form of a photomechanical re
production of the Mona Lisa, to which he added a
pencil mustache and the letters l.h.o.o.q. (fig. 21 ; as
every French schoolboy knew then, and as every
American art history student knows now, these let
ters pronounced in French yield something very like
"Elle a chaud au cut," or roughly, "She's got a hot
ass"). Since Balla's painting is still essentially a piece
of Realist reportage, this little card is arguably the
first fully modern work to incorporate graffiti into its
strategies. But it does so in a way directly contrary to
the high-minded estimations by Lombroso, Ellis,and
Luquet of the raw atavism expressed in such mark
ings. Duchamp's little defacement identifies graffitiwriting as a reactive rather than creative activity,
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21. Marcel Duchamp. L.H.O.O.Q. 1919. Rectified Readymade: pencil on a reproduction, 7
(19.7 x 12.4 cm). Private collection
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absorbed in criticizing or commenting on what oth
ers have done, rather than in direct self-expression.
The supposed sanctity of the high tradition (made
freshly accessibleto "street-level" response by photoreproduction) finds its debunking antagonist in
the parasitic graffito "adjustment" — positioning
graffiti not as the ancestral cousin of high painting,
but as its incorrigibly mechant juvenile sibling. If Du
champ is suggesting that the two are alike, it is at the
expenseof a former ideal of art, not to the credit of a
new ideal of graffiti. The proposal here is that the
modern artist may act like the street artist, not in the
recuperation of some preverbal barbaric force, but in

a cynical, knowing irreverence, and in the sniping
use of crudely barbed wit against established
shibboleths.
This gesture suited Duchamp's ideas perfectly. His
notion of a modern art at the service of the mind
made Topffer's and Luquet's concerns beside the
point: it concerned itself neither with imitation
(which the postcard suggests has become outmoded
by technology) nor with innate conceptualization,
but with transformation, transposition, critique, and
subversion. By using the same kind of commonplace,
off-color wordplay that Picasso and Braque had
made from newspaper mastheads and headlines,

20

22

L.H.O.O.Q. smirks with a specifically Duchampian,
urbanely self-conscious perversity. The mustached
Mona Lisa involved a sophisticated in-joke about the
model's (and Leonardo's) ambivalent sexuality, as
well as Duchamp's own interests (he later created a
transvestite alter ego, Rrose Selavy). Although
common and public, the joke is thus at the same
time inbred and personal. And the piece as a whole
has nothing to do with the sprawling, messy vitality
sometimes associated with wall scribblings; instead,
its studied parsimony is consistent with Duchamp's
particular idea of economy, producing big perturba
tions by an elegant little gesture and a minute ex
penditure of energy. The graffito here enters
modern art not, as might be expected, as the sign of
the outsider's impulsive, raw expressiveness,but as a
vehicle for a bit of in-house gamesmanship—a mat
ter, like so much else in Duchamp's art, of knowing
and violating specific decorums, rather than simply
being asocial or antisocial.
History would of course not care a whit for this
little jeu d'esprit were it not from Duchamp's hand,
and if it did not resonate within a complex career of
contrariness and provocation. The gesture of the
mustache made in that context has carried an alto
gether different weight and set of meanings from
similar mustaches made by countless others before
and since. And within the development of modern
art, what might seem a trifling one-time stunt is ac
tually a tart foretaste of some of the complexities of
what is to come— an anomaly that unsettles some
cliched expectations, and points to some larger rules.
We might suppose, for example, that modern art
ists bring graffiti into art like a rap musician into a
cotillion, to bust up stale conventions and put us
back in touch with what is really happening on the
street. This would dovetail with the general idea that
forms of low or mass art are a collectively generated
"reality" of twentieth-century life which art must
constantly break conventions to accommodate— or
indeed which provides (in the face of exhausted or
inadequate resources within artistic tradition) the
new forms that allow artists to confront life more
directly.
In fact, though, the story of graffiti has more to do
with changes that first occur within art, changes that
then permit artists to see new possibilities in what
was previously ignored—and ultimately to derive a
complex range of individual poetics from forms that
had once seemed too trivial, too limited, or too anar
chic for anything other than restricted, immediate
purposes. The result was not to shine the light of art
on some fixed, given thing that graffiti was, but to
make available to artists a broad set of expressive
possibilities encompassing many of the widely dif
ferent things graffiti might be: brutally simple or
complexly tangled, clever and witty or raw and
impassioned, and viciously ugly or tender and play
ful. None of this really began to happen, however,
until the century was nearly half over.

The crucial artistic impetus for a reassessment of
graffiti came from Surrealism in the 1920s and
1930s, and the major consequences were not visible
until the 1940s and 1950s. The first steps, literary
and intellectual rather than formal and artistic, in
volved a new devotion to the unconscious as a
source for art, and a related elevation of the gro
tesque as its characteristic expression. Surprisingly
perhaps, in light of their will to provoke and their
nostalgie de la boue (only partially translatable, in
volving a yearning to wallow in what is seen as low
and filthy), the Surrealistswere notably silent on the
subject of graffiti itself. But their veneration of the
unconscious carried with it the implication that the
true, best sources of creativity were precisely those
impulses which had been repressedand censored by
Western civilization, and which escaped along the
unclean margins where society's control was slack
ened, and where its bourgeois premiseswere vulner
able to attack.
Out of this milieu came one focused appreciation
of graffiti as a form of art, in the photographs and
brief remarks published by the photographer Brassai
in the Surrealist organ Minotaure in 1933 (fig. 22).21
BrassaT'svision of crusty, long-abused old walls in
Pariswas informed by his belief that graffiti drawings
were akin to cave art, as well as by a familiar Surreal
ist association between the glamorously "danger
ous" mysteries of urban lowlife and the marvels of
the deeper psyche.The legacy of Baudelaire's nostal
gic love for the piss-stained corners of Paris,as well
as the spirit of the figural deformations of Picasso,
Klee, and Joan Miro, lurk in these dark images of
crudely hacked-out skulls and hearts and heads
(figs. 23-25).
Exactly a century after the first writers noted the
cursive inscriptions of Pompeii, BrassaT'sattention
brought contemporary wall markings into the circle
of avant-garde art, but with a sharp change in attrib
uted meaning. Brassai'saw the linkage, which virtu
ally all writers since Topffer had noticed, between
graffiti and children's drawings. For Brassai, howev
er, graffiti was "childish" in its vehemence, rather
than in any innocence or naivete. His text (expanded
and clarified when he published a later version in the
1950s) insisted that true children's creations were
not just sunny and playful. When juveniles wielded
knife against stone on public walls, as opposed to
crayon on paper in supervised playrooms, an authen
tic ferocity emerged. These street drawings were not
lifelines back to an innocence we all once shared,
but marks of the common torments of the human
condition, experienced all the more painfully in
youth. Brassai valued graffiti drawings precisely in
the ways they were unlike more casual infantile
scribblings, because they were realized with an in
tensity more closely related to the darker side of the
psyche, and thus were in closer touch with the pow
erful figurations of mythology. He still felt, as others
had before him, that graffiti revealed the funda-

22. Brassai. Graffiti parisiens. Photographs from Minotaure, 1, nos. 3, 4 (1933), p. 7
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ments of artistic conception in the mind. But now
the mind was seen as an'emotionally charged battle
ground of psychic forces, and the lines of graffiti as
traces of inner trauma.
Curiously, the other major adept of graffiti be
tween the two wars, the psychologist and champion
of the art of the insane, Hans Prinzhorn, had evoked
a wholly different mode of creation in 1926, by
stressing the boredom and the passive, dreamlike
mood that he felt led prisoners to mark their cell
walls. And while the markings Brassai'selected had
an obvious resonance with the contemporary art he
knew, the drawing practices of Brassai"s Surrealist

contemporaries were actually closer to Prinzhorn's
notion of chance inspiration and reverie, rather than
gouging, as the avenue to the unconscious. The
Surrealist artists favored more labile techniques of
self-surprise, with pliant materials: collaborative
drawings, inkblots, and especially automatic writing,
the random scribbling designed to coax elemental
forms from areas of the mind beyond the reach of
conscious intent.
Again, we are left to speculate on an absence—
for, despite their interest in various kinds of unsanc
tioned art made by outsiders to the Western tradi
tion, including tribal wall drawings, the Surrealists

v

apparently paid little attention to the urban graffiti
around them. Beyond their general encouragement
to wrest meaning from "mindless" scrawling, the
Surrealist exercises in automatic writing translated
into a specific distaste for compositions organized
along Cubist lines, and a preference for biomorphic
forms and looping, continuous contours that con
jured a fluid, rambling stream of thought. And this
fostered free-form styles of abstraction, as well as
scrawling, simplified figurations such as those of
Klee and Miro, which seemed to refer to primitive
pictographs. But while they were intent on conjuring
imagery of the marvelous and magic from the un
conscious, the artists associated with Surrealism ap
parently had little affection for the brusque, crude,
and often scurrilous forms by which graffiti seemed
to express hostility and frustration. It was only
through the inheritors of Surrealism, in the 1940s,
that the markings on public walls came to develop
their most pointed connections with modern art.
24. Brassai. Photograph (1932-58) from Brassai, Graffiti, p. 57

ment of chance, could go beyond the Surrealists'
exhumation of stock symbols from the psyche, and
yield possibilities for the expressionof a new lyricism,
on a scale that stretched the limits of the personal
gesture toward an encompassing, mural-like field.
Also, Pollock and the other Abstract Expressionists
showed a willingness to work with chance in their
engagement with their materials. The more agitated
nature of the surfaces of their canvases—with
prominent splatters and drips, or an emphasis on the
resistanceof thick paint to the thrusts of the brush—
opened an avenue of appreciation for the look of
rough walls with layered textures of haphazardly ac
cumulated marks.

23. Brassai. Photograph (1932-58) from Brassai,Graffiti: Zwei Gesprache mit Picasso(Stuttgart, Berlin, and Zurich: Chr. BelserVerlag,
1960), p. 26

Following on the lead of Andre Masson and others
in developing experimental doodling and the ram
bling lines of automatic writing into improvisational
paintings, American artists such as Jackson Pollock
and Willem de Kooning developed, in the late
1940s, a new manner of abstraction that suggested
a new way of looking at graffiti sharply different
from that of Brassai. This new painting valued the
energy of gesture, dispersed throughout the field of
the canvas, over any discernible figural content; and
made the act of marking itself— not the imagery it
might dredge up— a primary vehicle of picturemaking. Pollock especially, in the works he made
around 1950 (fig. 26), showed how painterly "ram
bling" without a preset goal, and with the entertain-
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25. Brassai. Photograph (c. 1933) from Brassai, Graffiti, p. 95

81

/i"
1

/i6X
13

26. Jackson Pollock. Untitled. 1950. Ink on paper, 17Vi x 22
Ronald Lauder in honor of Eliza Parkinson Cobb

(44.4 x 56.5 cm). The Museum of Modern Art, New York. Gift of Mr. and Mrs.

27. Aaron Siskind. Chicago. 1948. Gelatin-silver print, 19
14" (50.3x36
cm). The Museum of Modern Art, New York. Gift of the photographer
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28. Aaron Siskind. Hoboken, New Jersey. 1948. Gelatin-silver print, 9Vix7" (24.2 x
17.8 cm). Collection of the photographer

Aaron Siskind's photographs of the later 1940s
and early 1950s (figs. 27-29) present an imagery of
public walls in accord with the formal lessonsof such
paintings, and especially with the work of Franz
Kline and Clyfford Still (artists Siskind knew well). In
marked contrast to Brassai in the previous decade,
Siskind dealt not with layered carvings, nor with
venerable symbolic imagery, but with the broader
sweep of paint, or the impersonal patterns of things
torn and peeled, on public walls. He cropped the

original messages and imagery to yield abstracted
compositions in which elements of the ground and
figure interlock, finding the calligraphic, gestural en
ergies within the possibilities of graffiti.
In Europe, the postwar abstract painting known
as tachisme took a similar interest in calligraphic
"writing," and in experiments with the active manip
ulation of rough, painterly surfaces. The Spanish art
ist Antoni Tapies began to push this style toward
direct references to graffiti in the mid-1950s, and

29. Aaron Siskind. Bronx I. 1950 (printed later). Gelatin-silver print, 8%x12
(22 x 32 cm). The Museum of Modern Art, New York. Gift of FrancesF. L. Beatty
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30. Antoni Tapies. Writing on the Walls. 1971. Mixed media on canvas, 8'10V«"x6'6

(270 x 200 cm). Collection Beyeler, Basel
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31. Jean Dubuffet.

The Lost Traveler. 1950. Oil on canvas, 51W x 6'4

has continued to experiment with a combination of
coarsened materials and lyric gestural drawing that
purposefully evokes the look of markings made on
coruscated walls (fig. 30).
The shift from the 1930s to the late 1940s involved,
however, more than aesthetic evolutions and differ
ent tastes in formal patterns. When artists turned
their attention to graffiti in the years following
World War II, it was certainly with a fresh set of con
cerns for gestural abstraction— but also with an al
tered idea of the nature of the unconscious mind,
and of the way individual creativity interacted with
the order of society. The double-edged nature of
graffiti as a fusion of personal style and political
statement became newly apparent and important:
untutored markings on public walls seemed to insist
on the rights of the private imagination at the same
time that they embodied rebellion against the re

(130 x 195 cm). Collection Beyeler, Basel

pressions of civic discipline, and an urgent will to
communicate with an audience beyond the sophisti
cated confines of the world of art.
Jean Dubuffet —the most obvious hero in the story
of modern art's attention to graffiti — is a prime case
in point. Graffiti was among the "outsider" manifes
tations of art brut —art of the insane, children's
drawings, naive art, tribal art—that Dubuffet cham
pioned, from the later 1940s onward, as superior to
the debilitated, inauthentic art of the European tra
dition (figs. 31-35). 25 The terms in which he glor
ified this kind of imagery (arguing for its unmediated
access to elemental powers of the deep psyche)
were rationales that had been in place since the time
of Lombroso and Luquet. The difference lay in the
intensity with which Dubuffet valued criminal ex
pressionssuch as graffiti, preciselyfor being criminal.
Even more emphatically than Brassai',Dubuffet iden
tified the "childish" element of such untutored work
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32. Jean Dubuffet. Wall with Inscriptions. 1945. Oil on canvas, 39% x 31%" (99.7 x 81 cm). The Museum of Modern Art, New York. Nina and
Gordon Bunshaft Fund

not with charming simplicity, but with a streettoughened air of tortured conflict and angry rebel
lion. And this insistence that true art is born from
violent personal resistanceto culture seems particu
larly conditioned and catalyzed by the experience of
Europe in the late 1930s and 1940s.
The Nazi program had cast a deep pall over all no
tions of the unifying power of elemental myth, and
on the romance of a healthy, integrated folk culture
in general. Dubuffet rejected that tainted vision of
social solidarity, with its nostalgia for a harmonious
past. His interests were grittily urban and cosmopoli
tan at base. They valued the work of the rogue in
dividual, and of isolated and alienated figures,

including madmen. Tribal art, too, was valued for its
uncensored "savagery," and its traffic in harsh forms
of the grotesque. Recoiling from a forced diet of pro
paganda which had extolled collective "health" over
decadence, Dubuffet's art of the postwar years in
sisted that the saving grace of the culture was pre
cisely to be found where incompetence or depravity
seemed most apparent, and where the deforming
marks of maladjustment were most vivid. Connota
tions of graffiti that were marginal or negative for
those who studied it at the turn of the century
seemed, in this altered framework of understanding,
its most distinctive, powerful attributes.
The unconscious in Dubuffet's art is not peopled

33. Jean Dubuffet. Life in the Country. 1949. Oil on canvas,
49% x 35" (116 x 89 cm). Private collection
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34. Jean Dubuffet. Man Caught in the Walls. 1945. Lithograph,
14Vi x 11Va"(36 x 28.5 cm). The Museum of Modern Art, New York.
Gift of Mr. and Mrs. Ralph F. Colin

35. Jean Dubuffet. Aztec Profile. 1945. Oil on canvas, 25
Hauert, Berlin

x 21W (65 x 54 cm). Collection Dieter
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36. Raymond Hains. 77ieGypsy Mfeman.1960-68. Torn posters on canvas; four panels, overall 6'6
Moderne de la Ville de Paris

by lubricious or seductive erotic phantoms, but
haunted by the specter of the concentration camps.
In place of labile biomorphic form and free-flowing
calligraphy, it favors violent, push-and-shove en
counters between a clawing will to give form to the
ugly and a set of materials that are resistant, abra
sive, or congealed. Often nightmarish, it also has no
lingering Surrealistfancy for the dreamlike, and is in
stead earthy to the extreme— instead of privileging
receptive states of divination or the courtship of pre
carious chance, it attacks.

x 12'4V2"(200 x 402 cm). Musee d'Art

Dubuffet's art also transforms the role ascribed to
wit in popular culture, from an amusing game to a
weapon of salutary cruelty. Art should employ wit
not like the surgeon's probe but like the mugger's
shiv, and reckon pain an essential part of its task. In
this belief Dubuffet follows an openness to the lacer
ations of gutter life that is a particular part of the
French tradition of urban imagery, from Baudelaire
to Jean Genet and Louis-Ferdinand Celine; he also
rubs shoulders with the aesthetic of his compatriot
and contemporary Antonin Artaud. To these ends,

37. Jacques de la Villegle. Sevres-Montparnasse Intersection. July 1961. 1961. Torn posters on canvas, 11 x27' (319x810 cm). Courtesy
Galerie Reckermann,Cologne
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38. Mimmo Rotella. Mythology. 1962. Torn posters on canvas, 64" x 6'2" (164 x 190 cm). Courtesy Studio Marconi, Milan
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39. Raymond Hains and Jacques de la Villegle. Ach Alma Manetro. 1949. Torn posters on canvas, 22
National d'Art Moderne, Centre Georges Pompidou, Paris

Dubuffet's general revivification of the strategies of
caricature as the tools of highly nuanced individual
portraiture is remarkable enough. More striking still
is his ability to find the elements for a general phys
iognomy of the age of Auschwitz, the A-bomb, and
Existentialism, graven on latrine stalls and alley walls.
He formulated an artistic language capable of con
veying an unprecedented, specifically contempo
rary vision of the human condition, working from a
source— graffiti— that had long been either neglect
ed, or thought of principally in terms of an ageless,
prehistoric atavism.
Shortly after Dubuffet's searing imagery of the later
1940s, however, there emerged at two points in a
rebuilding Europe, and in America as well, a much

8'4

(58x256 cm). Musee

more depersonalized mode of attention to the look
of public walls— an art of assemblage or collage,
strongly conditioned by aesthetic reactions to
postwar abstract painting, and more concerned with
the evidences of social commerce than with the ro
mance of isolated alienation. In this work, by the Eu
ropeans known as the affichistes and by Robert
Rauschenberg in New York, the look of the street
was conjured by mass-produced ephemera, and
graffiti was evoked by the evidences of defacement
and painterly overlays. In different ways, each of
these approaches to art brought into collaboration
two previously separate veins of modernist interest
in graffiti: on the one hand, the notion, announced
in Duchamp's L.H.O.O.Q., of a vandal art, criticizing
the givens of culture; and on the other, the Surrealist
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40. Jacquesde la Villegle. 122.rue du Temple. 1968.Torn posters
on linen, 62Wx 6'10
x 210.2 cm). The Museum of Modern
Art, New York. Gift of Joachim Aberbach (by exchange)

idea of a "primitive" art of aggressive gesture and
confrontation with chance.
Two Frenchmen, Raymond Hains and Jacques de
la Villegle, and the Italian Mimmo Rotella, began in
the late 1940s and early 1950s to base their work
on layered and torn paper agglomerations. These
collage-style works were found on public walls, and
consisted of posters that had been glued one on top
of the other and then subjected to decay or vandal-

ism (figs. 36-41). 26 But, aside from Villegle's notion
that the serendipitous syntax of these stuck-together
poster fragments constituted a way to articulate a
"collective unconscious" of the society, their aims
and motivations seem to have been wholly at odds
with the psychological emphases of both the Sur
realists and Dubuffet. The affichistes, as these three
and some later practitioners of a similar method
came to be called, were not a self-conscious move
ment (the Frenchmendid not show their poster work
until 1957, and did not learn of Rotella, who had first
shown torn posters in 1954, until 1958),28 but they
shared certain interests, notably in phonetic poetry
and linguistic experiment. Hains's point of departure
in the torn-poster work, for example, involved "ex
ploding" texts into illegibility by photographing
them through a special shatter-effect lens. And, to
varying degrees, their work seemsto reflect a shared
love/hate relationship with postwar abstract paint
ing: rejecting the trace of a personal touch and the
studio's isolation in favor of a more Dada-like stance,
they nonetheless followed an aesthetic of full-field
gestural energy in the sections of torn-poster groups
they appropriated (and sometimes "assisted" by fur
ther, selective tearing).

41. Mimmo Rotella. Cinemascope.1962.Torn posters on canvas,68Vi x 52W (173 x 133 cm). Mu
seum Ludwig, Cologne

Most important, for all of them the writing on
the wall did not consist of gouged-in markings
that harked back to Pompeii and the caves, but
of the daily accretion of mass-produced contempo
rary ephemera— bold and sensationally up-to-theminute, but at the same time thin, fragile, and al
most instantly tattered and replaced. These postertearers became annexed to Pop art after 1960, and
were touted for their precocious embrace of popular
culture. But seen in the context of the 1950s, their
interleaving of paper dreams of abundance with
physical realities of transience and decay seems less
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Aside from this exceptional instance of primitivism, the work of the affichistes abandoned the idea
of "raw" street culture that had surrounded pre
vious approaches to graffiti. The walls from which
they extracted their work were not shaped by isolat
ed "street artists" but by an anonymous collective of
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42. Asger Jom. Untitled. 1964.Torn posters on canvas, 25
(64 x 49.1 cm). Silkeborg Kunstmuseum, Denmark

radical-thinking Situationist International move
ment, of which Jorn was an important member from
1957 to 1961.31 Though Jorn resigned from the
group in 1961, his torn-poster work (from 1964 to
1969) and other defacements of found imagery
— detournements, to use a term he adopted — were
self-conscious acts of plagiarism and subversion
that he saw as consistent with its program of anticapitalist critique (figs. 42, 43). He edited a book (to
which he contributed a major essay)on the graffiti of
medieval churches in Normandy; and according to
Anne-Charlotte Weinmarck, he honored such van
dalism against institutions of authority as corre
sponding to the spirit of popular liberation he found
in Nordic folk art, and he saw it as a source for a new
communitarian fellowship of the oppressed.

19%"

than wholeheartedly optimistic — as close in some
ways to the postwar neo-realism of a filmmaker like
Vittorio De Sica as to the post- 1960 nouveau realisme of their early promoter Pierre Restany.
The sociopolitical thrust of Dubuffet's glorification
of "outlaw" art had remained on a general, residually Romantic level of antibourgeois offenses to taste.
The incorporation of the commercial dimension of
contemporary street life by the affichistes opened up
onto a more specifically contemporary realm of poli
tics, grounded in the antagonism between the Euro
pean left and the accelerated rise, in the 1950s, of a
mass culture driven by a resurgent postwar capital
ism and perceived as imposing American values.
Hains, Villegle, and Rotella made no strong political
claims for their work; but the specific issue of van
dalism as a form of activist art was raised by the later,
related work with torn posters of the Dane Asger
Jorn (and to a lesser extent by that of Franqois
Dufrene).
Villegle had been associated at the outset of his
work with the politicized Lettrist group in France;
and that had in turn been one of the origins for the

43. Asger Jom. TheAvant- Garde Doesn't Give Up. 1962.Oil on can
vas, 28 x 23W (73x60 cm). Collection Micky and Pierre Alechinsky, Bougival, France

forces, including chance. The artist, in turn, acted as
a collector or commentator rather than as an individ
ual generator of meaning. The model of linguistic ac
tivity within which graffiti was seen as operating had
shifted from one emphasizing innate creativity to
one emphasizing social interaction and the manipu
lation of culturally determined conventions. These
artists wanted to disrupt established language, rath
er than revert, as the Surrealists hoped to do, to preverbal "handwriting." Dubuffet stands at the end of
a lineage that reaches back through Brassai to Luquet; but it is Duchamp's notion of the graffito — as
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44. Joan Miro. May 1968. 1973. Synthetic polymer paint on canvas, 6'6
Pilar Juncosa de Miro, 1986
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an act that appropriates and rearrangesthe terms of
a dominant culture—that finds an unexpected ex
pansion here. No longer solely an art-world strategy,
it even becomes, in the case of Jorn, the grounding
for a Utopian countercultural scheme.
The Situationist ideas Jorn and others supported
had their most direct engagement with graffiti dur
ing the uprisings in Paris in May 1968, when stu
dents from the Ecole des Beaux-Arts and elsewhere
waged an intensive campaign of postering and slo
ganeering on walls throughout Paris. With simply
conceived silk-screened images and painted apho
risms such as "Sous les paves, la plage!" ("Beneath
the paving stones, the beach!"), these students tried
to reawaken the power of writing on public walls as
something immediate and instrumental, rather than

(200x200 cm). Fundacio Joan Miro, Barcelona Gift of

immemorial and merely self-indulgent— to construct
on the model of graffiti a renewed public art that,
with a knowing eye to the power of advertising's
catchphrases, would define a binding, antiauthoritarian language of the oppressed. For this moment,
it seemed that a true civic art form, politically effec
tive yet consecrated to the expanded reign of play
and imagination, had come alive through a new
merger between the art studio and the street. It was
doubtless that sense of possibility that the aging
Joan Miro honored, and recognized as consonant
with his own ideals, in his May 1968 (fig. 44), paint
ed in 1973. In this work, Miro pushed familiar fea
tures of his art— scrawling, pictographic figuration,
mural scale, and an impulsive attack on the surface
— back toward a kinship with graffiti.
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45.RobertRauschenberg.Rebus.1955.
Oil, pencil, paper, and fabric on canvas,
8' x 10'10V x 1W (243.9x 331.4 x 4.5 cm).
CollectionHans Thulin

The European torn-poster artists were contending
with aesthetic and social forces— a new mode of ab
stract painting based on heroic individualism and an
increasingly aggressivemassculture— that inevitably
had a very different effect on young artists such as
Robert Rauschenbergand Cy Twombly in New York
in the 1950s.
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In a way that recallsthe double life of Kurt Schwitters, Rauschenberg designed midtown store win
dows for a living while he scavenged downtown
streets for the elements of his art. The personal,
sometimes diaristic aspect of his work did not have
to do with a "signature" brush style, but emerged
from the idiosyncratic associations he made be
tween these found images, phrases, and objects.
The Europeans who worked with public printed
matter favored the poetry of decomposed and
run-together word fragments. But Rauschenberg
worked to build up a different kind of language, al
most narrative in its stringing together of interpolat
ed images and words. A work like Rebus (fig. 45)
continually challenges the viewer to construct a co
herent reading that will resolve the "puzzle" and
bring together the various levels of commercial ma
terial, art-historical reproductions, and handmade
additions like the tiny, graffito-like drawing affixed
at the lower left (in fact executed by Rauschenberg's
friend Twombly).

In an image such as this, however, the artist as
rag-picker and riddler is joined with the artist as defacer. The element of paint is itself double-edged in
Rebus.The inclusion of strips of color samples refers
both to the commercial, pre-prepared nature of the
medium of painting itself and, in a subversive and
deflating way, to the notion of purely abstract art;
while the prominent, seemingly spontaneous and
gestural brushwork, like the improvisatory nature of
the work as a whole, honors the lessonsof Abstract
Expressionist painting. But here as in other related
Rauschenberg works, the painterly gestures of the
artist have connotations of an assault on the legibil
ity and integrity of the assembled materials—a kind
of vandalism. That use of painted marks and scum
bled lines as cancellations or negations was inten
tionally contrary to the Abstract Expressionists'will
to invest the calligraphy of brushstrokes with
autonomous meaning; and it was entirely consistent
with Rauschenberg'searlier, infamous stunt of eras
ing a drawing by Willem de Kooning.
Rebusevokes the look of a posted urban wall, and
involves somewhat the same combination seen in
the affichistes, of an interest in dealing with imper
sonal, found material and an aesthetic attuned to
the full-field, painterly abstraction of the postwar
years. The picture is, among other things, a montaged summation of the different things modern art-

46. Cy Twombly. Untitled. 1955-56. Oil and graphite on canvas, 45Vfcx53V4"(114.7 x 135.4 cm). Courtesy Galerie Karsten Greve, Cologne
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47. Cy Twombly. Untitled. 1955-56. Oil and graphite on canvas, 45Vi x 53

ists had seen in graffiti: the reproductions of
Botticelli and Durer recall Duchamp's idea of an art
that appropriated and worked over souvenirs of the
Renaissance tradition; the gestural scribbling and
seemingly infantile drawings hark back to the con
cerns of Topffer, Champfleury, and Luquet, and
even recall the early painters and caricaturists who
included imagery of such alternative modes of creat
ing; and the fabric of comics, newspapers, and post
ers connects to the affichiste imagery of the wall as
the field of chance on which the overlord forces of
commercial ephemera meet the anonymous inter
ventions of random decay and active defacement.

35
Cy Twombly, in the same years of the mid-1950s,
was forming an art that would incorporate many of
these same models. He staked everything on the lan
guage of painting and drawing, without reference to
the found material Rauschenberg and other artists
addressed. Yet his work has been, in its internal
complexity as well as in its focused, long-term con
sistency,the most comprehensive personal reconcili

(114.7 x 135.4 cm). Collection the artist

ation in modern painting of all the different strands
of the story we have chronicled. No modern painter
invites, as consistently as Twombly does, association
with the traditional language of graffiti. But no art
could be less limited by the reference. Because
Twombly's work is so steeped in the high modern
tradition that extends through Abstract Expression
ism back to Surrealism, his painting thoroughly be
lies any simplistic notion that such art merely
"borrows from" or "copies" outside models of
form. And, becauseTwombly moved from New York
in 1957 to live in Rome, the trajectory of his career as
an artist brings us back to the chalked-upon and in
cised ancient walls with which this story began.
If Rauschenberg seems to have been moved by a
desire to clutter up the mural look of Abstract Ex
pressionism with the stuff of daily life, Twombly
moved instead to empty it out—especially in a series
of small canvases,of about 1955-57 (figs. 46, 47),
with creamy surfaces of off-white house paint that
were drawn into with a pencil or a stylus. The house
paint yielded surfaces that were thickly viscous but
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48. Cy Twombly. /.eda and the Swan. 1961. Oil, oilstick, and crayon on canvas, 6'2

wholly without the fat lusciousnessof, say,de Koon
ing's; and the pictures were at once ghostly pure
and scrofulous. Twombly here transformed the de
clarative brushstroke of painters like de Kooning and
Kline, which Rauschenberg had made into a looser
and more episodic manner, back into an unexpected
form of "automatic writing." The "signature" of
these works was a thinned-down and colorless run
ning scrawl, following an apparently uncomposed
and unstructured repetition of cursive gestures. This
handwriting spiked the vaunted spontaneity of ges
tural abstraction through the heart, but brought
forth in its place another complex form of individual
ity that melded the apparently casual and the appar
ently obsessive.
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In the broad variety of Twombly's subsequent
work, that consistent opposition between a mural
like field of paint and a linear "written" overlay has
sustained the basic affinity with the look of drawnupon public walls (fig. 51). The images vary from airy
tumbleweeds of tracery to monumental rhetoric,
and often achieve the kind of enveloping intimacy

i f/ir

(190 x 200 cm). Collection the artist

that has marked a particular strain of modern largerthan-easel painting, from Monet's Water Lilies deco
rations to Pollock's large dripped canvases.And the
drawing, alternately innocent and expressive, fol
lows a deceptively "untutored" course between the
pitfalls of the merely brittle or the merely fluid, in
lines that loop, pause, and run on, at paces that
are by turns ambling, ruminative, and impulsive,
through skeins, knots, and thicket-like clusters (figs.
48, 51). The surfaces and the emotional impact of
Twombly's paintings are enriched, too, by a duality:
they seemto show both the basicurge to scribble and,
simultaneously, the compulsion to deface. He often
appears engaged in constant self-vandalism, as if he
were editing while he wrote, making marks with one
hand and covering them or emending them with the
other. Impulse and erasure, or confession and repres
sion, lock together in a work like The Italians (fig. 51),
as every area of the canvas seemssubject to revision,
separate cancellation, and reintegration. Yet the end
results, while rife with scattershot diversity and mo
ments of frenzy and frustration, often have an ardent
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lyricism. From a purposefully limited palette and set of
formal strategies, Twombly has coaxed an astonish
ingly broad range of aesthetic reference and emotion,
from a dark-alley impassionedurgency to the ethereal,
decorative feel of cloud-spotted skies by Tiepolo.
The impact of the work and its connection to graffiti
are not however limited to abstract, formal properties.
The merger of handwriting, drawing, and painting in
Twombly's art is matched by an interlocking of the
verbal and pictorial levels of reference, in a variety of
random notations— numbers, geometric forms, archi-

low artifacts or ironic quotations, but as models of
feeling to be reimagined and absorbed into a personal,
original sensibility.And in an act of compressionwith
out diminishment, he brings these high traditions into
contemporary art through the apparently lowest portal
of form.
When Twombly began as an artist, the most presti
gious theory of modern art's progresssuggested that,
as part of its impulse toward the quality of absolute
flatness, painting aspiredto the condition of a wall. To
this formalist idea, he has added a sharp personal

49. Cy Twombly. Dionysus. 1975. Crayon, oil, and pencil on paper, 39Vfcx 27
(99.5 x 70.4 cm). Collection Dorothy Schramm, Burlington, Iowa

tectural references, penises, hearts, simple scrawls—
that, individually and often by their general manner of
free-floating placement in the field, evoke the senseof
a profusely marked wall. Moreover, the figuration is
frequently explicitly sexual,even specificallyejaculatory
(figs. 49, 50), and evokes memories of centuries of
scurrilous "bog-house" messages.Yet this graphology
is recurrently yoked to a high, monumental ambition,
and applied to the recuperation of grand themes, from
Romantic poetry or Greek myth (figs. 48, 49). Duchamp played on the antagonism between the great
traditions of the past and the minor, marginal lan
guages of the present; Twombly reconcilesthe two.
His art shows how Aeschylusand Keats and Raphael
can be taken up within modernism, not simply as hol-

twist: his art has internalizedthe structure of the public
walls that shape his Roman life. The distinctive con
junctions and overlays in Twombly's art—of private
obscenities and noble literature, or ancient heroism
and urchin-like, spontaneous impulse—bring Pompeii
back to us, whole. They resuscitatein one artistic per
sonality the collective compilations of sentimental con
fessions, scurrilous accusations, odes, and oaths that
the Romantic generation first addressed on ancient
walls as evidence for the diversity of a whole society.
And the result is unmistakably a record of presenttense experience, of the light and landscapeand tex
ture of Twombly's Italy,a modern life lived among the
ruins: the senseof the mighty and venerableseamless
ly coexisting with the lowly, private, and scatological
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50. Cy Twombly. Wilder Shores of Love. 1985. Oil, crayon, colored pencil, and pencil on wood,
55Vbx47 (140 x 120 cm). Collection the artist
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—and of the personal mark made into a memorial of
past heroesand visitors.
Twombly's art hasabsolutely nothing to do with ap
propriating, or still less copying, graffiti. Yet it brings
together a nearly comprehensivearray of the themes
that the modern imagination has found in the writing
on the public walls: scribbling that, as in Balla'spaint
ing, seems to rise from the underside of a collective
mentality; uncensored sexuality, such as interested
Luquet; idle doodling and automatic writing, which
Prinzhorn and the Surrealistssaw as a window onto
the unconscious; defacing, erasure, and cancellation,
of the kind that Duchamp and the affichistes both
thought central to modern art's responseto the givens
of tradition and society. Ultimately neither his art nor
the story we have traced is about graffiti as any one of
these, but about the modern imagination's encounter
with graffiti as all of them, and more. One of the mes
sages Twombly's art conveys is that seemingly base,
trivial things can become in art the vehiclefor complex
and lofty issuesof our collectivetradition. Another, the
converse,is that forms which seem to be anonymous,
collective, and immemorial can be reformulated into
the vehicle of individual contemporary experience.But
a still further lesson is that artists can, in the varied
threads of their personal experience, find a way to
bind together the contradictory pluralities of high and
low that define the richnessand contradictions of any
human community, ancient or modern. No less com
plex than a wall with the marks of centuries, no less

encompassing than the city that holds that wall, are
the potentials that may coexist within the life of
one person.
As particular and personal as Twombly's achieve
ment has been, it embodies a pattern we will see
again, in which a powerful but apparently static high
tradition— in this case, not simply the distant classical
heritage denoted by Twombly's written referencesto
ancient myth and Renaissancepainting, but also the
immediate stylistic legacy of Abstract Expressionist
painting— is revivified by hybridization with forms
drawn from popular culture. Yet, because Twombly
looked to the language of graffiti with a sensibility so
specificallyshaped by the calligraphic and painterly idi
om of de Kooning and Pollock, he left aside one of the
forms most closelyassociatedwith graffiti in the stud
ies of scholars such as Luquet, and in the popular
imagination as well: the irreverently and often scabrously distorted or recomposed human form, and
especially the face. We might easily assume that
satirically reinventing an individual's features was an
integral, immemorial part of graffiti (as it seemedto be
in the age of Daumier and the pear-headed king [fig.
15]). But we would be wrong. True caricature has a
wholly other origin, more recent in history and more
firmly within the high tradition; and it has had an al
most opposite rhythm of engagement with modern
art, which will require a specialand separate examina
tion in the next chapter.
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51. Cy Twombly. The Italians. 1961. Oil, pencil, and crayon on canvas, 6'6
New York. Blanchette Rockefeller Fund

(199.5x259.6 cm). The Museum of Modern Art,
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1. Jean Dubuffet. Fautrierwith Spidered Brow. 1947. Oil emulsion on canvas, 45%x35W (116x89 cm). Collection Dorothea and Natasha
Elkon, New York

odern art is full of funny faces.
Women with both eyes on the
same side of their nose; men with
earswhere their mouths should be;
ordinary families with the eyes of
desert rodents and the skulls of
apes— a mixed-up face is the heral
dic emblem of modern art in the
same way that the beautiful nude is
the emblem of antiquity, or the receding-perspective
checkerboard the emblem of the Renaissance.
Some of these strange faces, like the ones that Paul
Klee called, pugnaciously, Vulgar Comedy (fig. 2),
seem to reflect a gleeful urge toward violent symbolic
animation, a desire to bring invented faces to life by
making them look funny. Others seem more narrowly
purposeful. Some, like the Edvard Munch figure with
the bleeding scream (fig. 3), have become masks of a
century's anxiety; others, like Dubuffet's 1947 portrait
of the painter Fautrier(fig. 1), seem to sum up in a sin
gle scowl not just an indi
vidual but a whole city
and climate of opinion—
the moral rot and nervous
energy,the catacomb chic,
of Parisianintellectual life
after the German occupa
tion. Still others, like Picas
so's 1910 portrait of his
friend D.-H. Kahnweiler
(fig. 4), are small, miracu
lous passports,fixing their
subject's essentialfeatures
with an imperturbable de
tachment and then stamp
ing on them the seal of an
invented world, so that
the sitter can pass like a
bewitched hero from his normal identity in the world
outside, to his second citizenship in the closed country
of the artist's imagination.
Often, these funny faces sit on top of weird bodies.
There are women with the lower halves of dolphins,
men made up like Oz's Tin Man from mechanical
parts, department-store mannequins acting out the
lives of demigods. Sometimes, these funny faces are
themselves made out of weird bodies or erotic body
parts, as in Magritte's The Rape (fig. 5) or in Picasso's
phallic head of 1932 (fig. 88). Some of these bodies,
too, seem merely fanciful and purposefully absurd;
others seem to give permanent symbolic form to the

twentieth-century art has been to make the exaggera
tions, stylizations,and indulgencesthat once were per
mitted only in popular imagery part of the language of
serious visual expression. As an ironic consequence,
"caricature" for many twentieth-century people no
longer defines a genre with a history so much as it
seemsto refer to one among all those generalized pro
cessesin modern art that the Mock Turtle would have
called "uglif ication." We're now liable to see carica
ture, like graffiti, asjust another raw form that modern
art has digested.
Yet even Dubuffet's willfully crude, scrawled portrait
of Fautrier represents— in contrast to the stereotyped,
unvarying faces that actually appear in the graffiti on
Parisianwalls—a sophisticated transformation that is
as unique to Western art as linear perspective: the ad
aptation of grotesque form to the ends of epigram
matic portraiture. For all its ferocious intensity,
Dubuffet's portrait of Fautrier involves a refined or
chestration of visual puns and condensed obser
vations— the self-assured
head metamorphosing in
to a spider's arms, the
mad, asymmetrical scowl
belied by the oddly deli
cate and feminine grasp
of the cigarette— that is in
everyway more like an ex
pansion of the game the
seventeenth-century Ital
ian sculptor Gian Lorenzo
Bernini was playing when
he mockingly rendered
PopeInnocent XI as an im
mense grasshopper (fig.
6) than like anything that
one might actually find
scrawled on a pissoir.
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demons of human desire.
The abundance of funny faces and weird bodies in
modern art represents an assault on the decorum of
style that modern art inherited from the past. For
what's striking in art before our century is not that
there are no funny faces or weird bodies in it, but that
they can be found only in the cheap seats,segregated
from seriousart in the tradition of satiric metamorpho
sisthat we call caricature. One of the achievementsof

The story of this dialogue between modern art and
popular culture is therefore different from those we
have told before. The story of the word in art was a
story of a positive, original responsein the studio to the
call of something new and perplexing in the world.
The story of graffiti and modern art was a chronicle of
artists seeing the potential for poetic expression in
something as old as writing itself, but always previous
ly thought to lack any significant form. The history of
caricatureand modern painting and sculpture is a story
of evolutionary transformation: a sophisticated and
fully developed art form which had previouslybeen al
lowed to do only one thing was made to do another,
and a new kind of social institution grew up around
that newly altered form.
"After Courbet, after Manet— the caricature! What
could be more logical!" a critic named Maurice du Sei
gneur wrote in disgust in 1888, after seeing an exhibi
tion of cartoons at the Ecole des Beaux-Arts. You
could see his point. By the end of the nineteenth cen
tury in France,the relationship of the stylizationsof the
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2. Paul Klee. Vulgar Comedy. 1922. Lithograph, 9
York. Gift of Victor S. Riesenfeld

new modern art to the experiments first tried out in
the free zone of humor was already apparent. But the
nature of the logical relationship that the conservative
critic recognizedbetween the new high art and the old
low jokes is still mostly undefined. Sincethe pioneering
scholarshipof Meyer Schapiroand E. H. Gombrich first
drew attention to this relationship, half a century ago,

3
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(23.5x28.5 cm). The Museum of Modern Art, New

the role of popular imagery in making art modern has
been emphasized by historians again and again. To
understand the "logic" that modern art took over
from satiric imagery,we need to understand the long
history of the low style's evolution and see exactly
what it offered. It's not that modern artists were con
scious of any or all of this history when they drew a
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3. Edvard Munch. The Shriek. 1895 (signed 1896). Lithograph,
13
x 10"(35.5 x 25.4 cm). The Museum of Modern Art, New York.
Matthew T. Mellon Fund

4. Pablo Picasso. Portrait of Daniel-Henry Kahnweiler (detail).
1910. (Seefig. 73)

5. Rene Magritte. The Rape. 1934. Oil on canvas,29 x 21VV(74 x 54 cm). The Menil Collec
tion, Houston

funny face or strange body— it's that the act of draw
ing itself is a kind of shortcut through history. Each
purposefully funny face in art is always bound about
by the ghosts of every other funny face that artists
have drawn before; a seemingly simple practice— a
moment's touch— is made possibleonly by a long tra
dition of individual contributions and inventions.
Caricatureis often seenas a primal scream,or a long

Bronx cheer: a product of the childhood of art and
part of the common inheritance of all cultures. In fact,
though, we first see deformed faces apparently used
to define individual characters only at the end of the
fifteenth century in Florence, in the grotesque heads
attributed to Leonardo. Of course, there are a lot of
strange faces in ancient and medieval art, but so far as
we can tell they were never meant to be taken as like-

6. Gian Lorenzo Bernini. Caricature of Innocent XI. c. 1676-80. Ink on paper, 4V2x 7Vs
(11.4x 18 cm). Museum der Bildende Kiinste, Leipzig
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their origin as purely imaginary as the gargoyles on
Notre-Dame. His grotesques appear originally only as
quick, automatic drawings, hardly more than doodles,
filling the margins of his scientific notebooks (fig. 8).
They are generic hieroglyphs of ugliness.The most fa
miliar Leonardesquegrotesquesare really copies pack
aged by his followers after their master's death. (One
of Leonardo's inept but well-meaning apprentices cut
the heads out of Leonardo'scodices and pasted them
down on sheetsof paper [fig. 9], apparently convinced

7. Artist unknown. Four Heads (after Leonardo), n.d. Red chalk on
paper, 7 x 5
(19.5x14.6 cm). Windsor Castle, Royal Library.
12493
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8. Leonardo da Vinci. Diagrams and Profiles, c. 1510. Ink on stained
paper, 8V«x11V«" (21x28.5 cm). Windsor Castle, Royal Library.
12669R

9. Leonardo da Vinci. Two Profiles (cutouts from
the Codex Atlanticus). c. 1485. Ink on paper; top
2Vi x 1W (6.3 x 4.2 cm), bottom 2 x 1%" (6.6 x 3.4
cm). Windsor Castle, Royal Library. 12461R,12462R
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nesses.Ancient art is full of funny faces, too— but it's
almost always the same funny face 4 They are stereo
typed grotesques, representing generic, otherworldly
demons or comic buffoons—types, rather than
individuals.

6

The sketches, always associatedwith Leonardo, in
which the deformed, the toothless, the distended, and
the just plain ugly are lined up in lists like faces on
"wanted" posters(fig. 7), look like the first instance in
art of an enterprise that seemstruly "caricatural"— at
once aggressivelygrotesque and recognizablyindivid
ual. But in fact, Leonardo's grotesque profiles are in

that the old man had some large, mysterious purpose
in mind; another copied them out [fig. 10], his hard,
unvarying touch belying the original welter of
sketched ambiguities.)
Even so, it's not completely wrong to see in these
gargoyles some kind of individual life. The most com
mon of these grotesque heads, the toothless old man
with a nutcrackerjaw (fig. 11), occasionallyappears in
larger drawings, paired with an idealized head of a
beautiful youth (fig. 12). Gombrich has argued persua
sivelythat this alpha-and-omegajuxtaposition invested
the old man's head with particular meaning for Leon-

8
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10. Leonardo da Vinci (attrib.). Five Grotesque Heads, n.d. Brown
ink on paper, 7
(18x12 cm). Galleria dell'Accademia,
Gabinetto Disegni (Drawing 227), Venice

ardo: the headssymbolizedthe artist himself as the ex
ceptionally beautiful youth we know he was and then
as the old man he knew he would become. The gro
tesque doodles became terms in a private language of
brooding internal fear, tools for introspective analysis,
beads in an abacus of the self.
When Leonardo's disciplescut out these heads and
copied them, they, too, seem to have been trying to
find a rationale for the old man's reveries,in this case
satiric rather than confessional; copied and compiled,
the grotesqueslooked encyclopedic,like an attempt to
define individuals by recording profiles as unique as
the cut edge of a key. The simple acts of cutting and
copying became ways of bringing private faces into a
public space.Theseacts brought the forms of Leonar
do's imagination into the common inheritance of art 9
It was only at the end of the sixteenth century that
some of the masters of the early Baroque—most
prominently Annibale and Agostino Carracci,and then
later Bernini— began to draw "true" caricature, "load
ed" or "charged" portraits. When they did, they be
gan to search grotesque forms for the faces of
particular friends (figs. 13, 14). The language of mock
ing portraiture for the Carracci, as we see when we
look at the big sheets of improvised profiles that are
the proving ground of so much early caricature (fig.
15), obviously derives from a composite of the gro-

12. Leonardo da Vinci. Two Profiles (detail), n.d. Brown ink on pa
per; sheet, V/t x 10Vi" (20.1 X26.7 cm). Gabinetto Disegni e Stampe
degli Uffizi, Florence
11. Leonardo da Vinci. Old Man. c. 1496. Ink on paper; cutout,
3y x 2W (9 x 5.5 cm). Windsor Castle, Royal Library. 12475R

14. Gian Lorenzo Bernini. Portrait of the Captain of the Papal
Guard of Pope Urban VIII. Before 1644. Ink on paper; sheet,
7
(18.8x25.6 cm). Instituto Nazionale per la Grafica,
Rome. Fondo Corsini 127521 (579)
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13. Gian Lorenzo Bernini. Caricature of Cardinal Scipione
ghese. 1632. Ink on paper, 10
7
(27.4x20 cm). Biblic
Apostolica Vaticana, Vatican. Ms Chigi P.VI.4,fol.15
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tesque headsof Leonardo,along with the masksof the
commedia deH'arte,the comic tradition exemplified by
Callot (figs. 16, 17), and the physiognomic compari
sons of della Porta (fig. 18). Although the revolution
of caricature may just look like the consequenceof an
all-purpose new licensefor satire, the growth of pur
poseful caricatural distortion depended on the pre
vious creation of a grotesque vocabulary. Caricature
for Berniniand the Carracciisn't just distortion; it's dis
tortion within the constraints of an already developed
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15. Agostino Carracci. Sheet of Caricature Heads. 1594. Ink on paper, 8x10" (20.3 x 27.9 cm). Private collection. Great Britain

11

16. Jacques Callot. Dancers with a Lute. 1617. Etching, 6V8X7V8"
(5.5 x 8 cm). The Metropolitan Museum of Art, New York. Harris Bris
bane Dick Fund, 1953 (53.600.3736)

18. Giovanni Battista della Porta. Physiognomic comparison,
from De humana physiognomonia (from a revised edition; first edi
tion published Vico Equense, 1586)

style. If Bernini had drawn big noses or one-line eyes
on Cardinal Borghesein the style of his "high" draw
ings (fig. 19), they would have just looked horrific. It
was an already evolved grotesque style that supplied
Bernini with a developed language of simplified, nonillusionisticform that made the distortions of his carica
tures meaningful. Bernini didn't just draw a face with
exaggerated features; he drew a face in a style that
already permitted exaggerations, and then took ad
vantage of that permissionto make a new kind of por
trait, rearticulating the stereotyped distortions of a
joke to make them define individual elements.
Partof the unmatched wit and gaiety of the Bernini
caricatureslies in the way they searchout the most im
probable and resistant languages of abstract form in
which to render familiar faces. As Irving Lavin has

shown, the Pope is supposed to look like himself, and
he is also supposed to look like a cricket. The game
residesin searchingthe most peculiar and improbable
representational vocabularies for surprising matches.
Leonardosaw himself in his own doodles; Bernini sees
his patron's face in a cabinet of curiosities.
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17. JacquesCallot. Sheet of Studies, n.d. Ink and chalk on white pa
per, 9 x 7" (25.2x17.8 cm). Gabinetto Disegni e Stampe degli
Uffizi, Florence

Composite bodies—strange human forms made out
of fruit or fish or the emblems of an occupation— are
obviously different in purpose from portrait caricature.
Until the nineteenth century, composite bodies were
not for the most part used to represent particular peo
ple; they were made to be enjoyed as fantasies, per
haps with an allegorical subtext. But they eventually
came to play so large a role in the popular comic tradi
tions which influenced modern art that their origin is

19. Gian Lorenzo Bernini. Portrait of Cardinal Scipione Borghese.
1632. Red chalk and graphite on paper, 9
(25.2x 18.4 cm).
The Pierpont Morgan Library, New York. IV, 176

20. Giuseppe Arcimboldo. The Vegetable Gardener, c. 1590.Oil on wood, 13% x 9%" (35 x 24 cm).
Museo Civico ala Ponzone, Cremona
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worth exploring—for it, too, demonstrates the same
processof imaginative rethinking of familiar form that
occurred in the invention of particularizedfunny faces.
The composite head or body first appearsat the end of
the sixteenth century, in the work of a single artist,
Giuseppe Arcimboldo (fig. 20). After centuries of ne
glect, the composite heads that Arcimboldo made at
the Habsburgcourt have been used in our time as con
templative material by everyone from DalI to Roland
Barthes.The desire to make them modern, or at least
profound, has obscured their origins in the local six
teenth-century vocabulary of grotesque ornament.
From the time of the rediscoveryof the Domus Aurea
at the end of the fifteenth century, grotesque decora
tions that looked like faces had been widely circulated
(figs. 21-23). What was new in Arcimboldo was the
recognition that the game of composing human heads
from inanimate objects could be extended beyond the
normal boundaries of garden ornament.
Arcimboldo was interested in form rather than in
physiognomy— in heads rather than in faces—and his
followers, like the Italian Giovanni Battista Braccelli(fig.
24), soon learned to play Arcimboldo's game with fulllength human figures. Braccellisaw, for instance, that
bodies made out of geometric parts could be made

21. Grotesque mask with drooping mouth, from 10 Engravings of
Grotesque Masks in the Manner of Arcimboldo (17th century). Etch
ing, 4V x 31/4"(10.5 x 8.3 cm). The New York Public Library. Print Col
lection, Miriam and Ira D. Wallach Division of Art, Prints and
Photographs

22. Drawing after the Volta delle Civette in the Domus Aurea, from
Codex Escurialensis,fol. 12v. El Escorial, Spain
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subject to the language of rhetorical movement, and
that heroic pose could be divorced from human
anatomy.
There is nothing hallucinatory or visionary about
Braccelli'sfigures; the origins of Braccelli'smechanical
men in perspectivetraining manuals is apparent (figs.
25, 26). It had been known for a long time that one
could comprehend human anatomy more easily if it
was first reduced to a language of geometric solids;
Braccelliasks what would happen if we treated those
diagrams not as didactic examples, but as personages
with passionsand desiresof their own. By treating the
foot soldiersof the grand manner as though they were
themselves heroes, by looking at the first step as
though it were the final outcome, Braccellicould make
images that might at once look wonderfully bizarre
and also supply pointed and poetic images of the re
duction of a man to an occupational type, geometers
made out of geometry (fig. 27). If there is an "Arcim
boldo effect" in Western art that extends to our own
time, it depends less on mysterious allegories about
the duality of nature and man than on the discoveryof
small jokes buried in descriptive form. If that effect
looks modern, it may be in part becauseit depends for
its discoverieson the mechanical reproduction of im
agery. Grotesque ornaments, scientific texts, didactic
manuals, theatrical encyclopedias, popular prints—
the ribbon of utilitarian illustration that had just begun
to flourish could be scoured for oddities and puns.
The little world of caricatured faces and composite bo
dies emerged as a pleasure garden in an empire of
rhetoric..
The comic tradition that begins with Leonardo and
extends to Bernini and the Carracci and then in a dif-

23. Giovanni Antonio da Brescia. Panel of ornament with gro
tesque figures, c. 1509-17. Engraving, 11V8x6 (28.2x17.1 cm).
Bibliotheque Nationale, Paris

ferent way to Arcimboldo and his followers is there
fore not a tradition of "looking at" but one of "looking
into": the artist begins to searchthe fantastic, unnatu
ral, and grotesque for reflections of this world. The
birth of mocking portraits and composite bodies in
volves the invention not of a new kind of grotesque
but of a new way of looking at the grotesque. From its
birth caricature is not a formal, mathematical inven
tion, like perspective,with rules and models that tell an
artist how to construct an artifact; it is instead an ex
hortation to search for likeness in the seemingly ab
stract, to look for the individual in the generic, to

24. Giovanni Battista Braccelli. Figures on the ground, from Bizzarie (1624; facsimile 1963). The New York Public Library. Print Col
lection, Miriam and Ira D. Wallach Division of Art, Prints and
Photographs
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25. Erhard Schon. Seriesof busts, from Unterweissung der Propor
tion und Stellung der Bosse(Nuremberg, c. 1538—40)
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26. Erhard Schon. Reclining figures, from Unterweissung der Pro
portion und Stellung der Bosse

gu
[$j%;-JPI
^3^3

fjul

27. Giovanni Battista Braccelli. Two geometers, from Bizzarie
(1624; facsimile 1963).The New York Public Library. Print Collection,
Miriam and Ira D. Wallach Division of Art, Prints and Photographs

examine depictions of the alien for images of one
self—to searchthe signs of fantasy for signs of life.
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For almost another century these kinds of humorous
imagery continued to belong to the world of aristo
cratic wit: refined and a little decadent. The first step
into modern political cartooning, in mid-eighteenthcentury England, depended, paradoxically,on a revolt
against caricature. When Hogarth denounced carica
ture in his famous print Charactersand Caricaturas(fig.
28), it was becauseof the caricature's aristocratic ori
gins and snobbish pretensions. Caricature, Hogarth
suggests,is a decadent, elite game playedin ignorance
of the grander and truer tradition of Raphael,with its
emphasison clear stories and rounded characters.Ho
garth's polemic is a little like the attacks of the Social
Realistsin the 1930s on "advanced" art with a Cubist
basis; he thought that caricature substituted a rich

man's game for a responsible engagement with the
world. Far from providing the basisfor a low, popular
art, caricature until the end of the eighteenth century
seemedone of the things that stood in the way of such
an art— it belonged to the world of the salon rather
than the soapbox.
The reconciliation of caricatural form and satirical
comment takes place only at the end of the eighteenth
century, and then almost entirely through the genius
of a single gifted artist. Art historianstalk easily about
the influence of "English political caricature" on neo
classicaland Romantic style, in both England and the
Continent. Yet most of these discussionsend up with
their key examplestaken almost entirely from the work
of a single caricaturist— James Gillray.And when we
analyze Gillray'sstyle, what we find is high art looking
back at its own slightly distorted reflection.
Gillraywas, above all, a parodist, with an exception-
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28. William Hogarth. Charactersand Caricaturas. 1743. Etching, 10Vi6x 8" (25.5 x 20.3 cm). The Met
ropolitan Museum of Art, New York. Harris Brisbane Dick Fund, 1932 [32.35 (152)]

ally subtle feeling for the avant-garde art of his day.
Where others saw in the gothic phantasmagorias of
Fuseliand Tibaldi a world of fantastic dreams, Gillray
saw an armature for political satire (figs. 29, 30).16The
melodramatic juxtapositions of English Romantic
painting provided a model for Gillray through which
the most grotesque conglomerations of symbols, alle
gorical figures, and visual oddities could be brought

T

together in a single, binding dramatic pattern. The ap
parent disconnectionsand weird juxtapositions of Ro
manticism could be rationalized as satiric metaphor.
Gillray (as in fig. 31) could borrow compositions like
Fuseli'sThree Witches or his Satan and Death with Sin
Intervening (fig. 32) and make them into allegories
of the shifting alliancesand suspicionsof English poli
tics during the Napoleonic wars. Leonardo had seen
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29. John Henry Fuseli. The Three Witches. 1783. Oil on canvas,
25% x 36" (65 x 91.5 cm). Kunsthaus Zurich
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30. James Gillray. Weird-Sisters; Ministers of Darkness; Minions of
the Moon. 1791. Hand-colored etching and aquatint, 9x13"
(22.9 x 33 cm). The New York Public Library. Print Collection, Miriam
and Ira D. Wallach Division of Art, Prints and Photographs
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31. James Gillray. Sin, Death, and the Devil. 1792. Hand-colored etching, 113 x 15
tion, Miriam and Ira D. Wallach Division of Art, Prints and Photographs
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his own face in the margins of his notebooks, and Ber
nini had seen the faces of those around him in the
language of the Leonardesquegrotesque; Gillray dis
coveredthe figure of the feverishalliancesand realign
ments of contemporary politics in the melodramas of
Fuseli.If Berninihad begun the tradition of satiric art by
taking something low, like commedia dell'arte masks
and grotesque ornament, and making them high, Gill
ray made caricature into a popular form by taking high
material and making it low. Yet the distinctive creative
processis the same: an artist looks at a form thought
to be fantastic or dreamlike, and shows that it provides
a model for organizing real experience.
Gillray's burlesques of high art were essentially,if
brilliantly, opportunistic; they provided a convenient
vesselinto which he could pour his satiric visions. But
they rebounded back into high art with immenselyse
rious effect. Gillray's prints supplied a model for artists
as apparently opposite as William Blake and JacquesLouis David,transmitting to Blake (fig. 33) a screen of
bizarreform onto which Blakecould project his private
mythology, and at the sametime supplying for David
a mannered Hellenism,intensified beyond anything he
could have found in Gillray'sown sources,that would,
startlingly, eventually enliven a neoclassicalmachine
like The Sabine Women (fig. 34).18The circling move
ment that has characterizedmodern art, from high to
low and back again— Dr. Agha's wheel, as we en
countered it in the history of typography— beginswith

(29.9 x 39 cm). The New York Public Library. Print Collec

32. John Henry Fuseli. Satan and Death with Sin Intervening.
1799—1800.Oil on canvas, 26
(67.3x58.4 cm). Los Angeles
County Museum of Art. Gift of Mr. and Mrs. Frederick M. Nicholas,
Mr. and Mrs. Harry B. Swerdlow, and Mr. and Mrs. William K.
Glikbarg

Gillray's appropriation of Romantic style in order to
servethe enlarged popular audiencefor humorous im
agery, and the quick return of those parodic intensi
fications back into high art. Not for the last time,
political reaction (Gillray'sallegiances,or at any rate his

original and type of a vanguard art. It has no essence;
its evolution tracks only the growth of extreme selfconsciousnessabout style, and the proliferation of
stylesthrough mechanicalreproduction. Its emergence
as a popular style depended not on its sudden awak
ening to social responsibility but on a shrewd and es
sentially conservative parody of high art. Its history
shows a fever chart of shifts in social uses,whose one
continuous theme is the rationalization of the seem
ingly irrational. From Leonardo to Gillray,the story of
caricature is like a variant of the Narcissusmyth : an art
ist stares into a stream of form that seems completely
independent of his own experience,and criesout as he
discoversthere the face of something familiar staring
back at him. With each advancing generation, his de
scendantssee more faces in the stream and the artists'
cries are heard by more people: Leonardo sees in the
grotesque the form of his own fear, Bernini seesa so
cial circle, and Gillray seesthe form of social life itself.
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33. William Blake. Satan, Sin, and Death: Satan Comesto the Gates
of Hell. 1806-07. Ink and watercolor with liquid gold, 19V2x 15
(49.6x40.3 cm). Henry E. Huntington Library and Art Gallery, San
Marino

patrons, were all essentially conservative) produced
radical art. As much as any one artist could, JamesGillray (who went mad before he was fifty and died in dire
poverty) set the wheel of modern invention in motion.
What caricature bequeathed to the early modern
era is therefore not at all the expected inheritance— a
tradition of satiric realism and social protest which
finds a larger and larger audience in the emerging
world of mass urban culture. Farfrom being in its "es
sence" a low, popular form, a slang, caricature is the
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By the 1840s, caricature belonged to Paris, even
though French caricaturists suffered from constant
and often arbitrary censorship of a sort no longer
found in England. It was there that caricatural political
satire took the form that we still are inclined to think
was somehow always natural to it— it became the ex
pressionof the indignant eye. Its triumphs opened up
a new channel for high artistic invention and at the
same time dammed up other channels,creating a bar
rier between high and low that was more extreme
than anything that had come before. Modern art got
inspiration both from proceeding down those newly
opened courses and from exploding through the
barriers.
That French caricature had this power is largely

34. Jacques-LouisDavid. The Sabine Women. 1799. Oil on canvas,12'7

x 17' 1W (385 x 522 cm). Musee du Louvre, Paris
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35. Honore Daumier. "Combat des ecoles: L'ldealisme et le Realisme," from Le Charivari, April 24, 1855
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owing to the combined efforts of a great poet and a
remarkableentrepreneur, and, above all, to the gifts of
probably the greatest caricaturist who has ever lived.
Almost forty yearsafter Gillray'sdeath, when a by now
familiar motif passed into the hands of Honore Dau
mier (fig. 35),19the image of infernal conflict became
a satiric metaphor for the emerging battle of stylesbe
tween realists and idealizing artists. Yet what is new
and overwhelming in Daumier's version is the severe
and, in its way, oddly classicalauthority of his drawing.
Gillray'sfigures had been mere marionettes and stickinsects; Daumier seizedon this rudimentary,anticlassical caricaturalconvention of satiric drawing, and really
used it to create a consciouslanguage of truthful form
in images that protested against the idealized aca
demic vision of the human body. Daumier'sfigures, for
all their comic awkwardness,have an authority of line,
an immediate grasp of weight and of contour, that
none of his contemporaries, high or low, could equal.
And then how dark most of Daumier's drawings are.
Their evocation of an envelope of gloom— at once a
gas-lit city and a dim, gray battlefield— became a kind
of permanent twilight that passedinto the hand and
manner of artists as different as Millet and CharlesAddams. It was this darkness,literal and metaphoric, that
Daumier added to the language of popular imagery;
and it gave to caricature, in his hands, an almost tragic
high seriousness.
This seriousnesswas in part the consequence of a
new intensity of commitment. (Gillray's political prints
assumeda faqadeof measuredcynicism; "The world's

a charade," he drank in a toast with Rowlandson.Dau
mier takes sides, passionately.) But it is also in part
the consequence of a new attitude toward the pur
posesof parody. The high-art parodiesthat Gillray had
used to give dramatic structure to political caricature
became in Daumier's hands the foundation of a pow
erful, alternative vision of classicism(fig. 36). As Lorenz
Eitner puts it: "The serious intention that guided Dau
mier's parodistic invasionsof high art was not to de-
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36. Honore Daumier. "Menelas vainqueur," from Le Charivari, De
cember 22, 1841
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37. Honore Daumier. Headpiece for Le Charivari, November 26, 1833
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value the great traditions, but to give them new life by
freeing them from the preciousnessof a mandarin cul
ture, reanimating them with genuine feeling and
bringing them into the reality of modern experi
ence." It isn't surprisingthat other, younger artists—
Degasmost prominent among them— saw that these
parodies cut through an unreal visual rhetoric to pro
vide a style that was more authentically classicalthan
all the waxworks of the academy. Though Gillray's
parodies had rebounded back into high art, that pro
cess had been largely haphazard and unintentional;
with Daumier, parody for the first time became seri
ous— an authentic, self-conscious source of innova
tion, a way of reclaiming the tradition while seeming
to kid it, a new process of invention that began in
mockery and ended in rediscovery.
Daumier's working space was largely created
through the shrewd business sense and progressive
idealism of one of the great men of the nineteenth
century, the publisher and occasional caricaturist
Charles Philipon. Philipon's journal ie Charivari (figs.
35-38) seems to have begun as a commercial enter
prise without an overriding political ambition. The va
gariesof the July Monarchy, however, made Philipon a
leader among the radicals,and the author of the most
famous and influential caricature of the first half of the
nineteenth century, in which, almost for the first time,
an Arcimboldesque transformation was identified with
an individual and given a political point—the reduction
of Louis-Philippeto a poire, the Frenchslang for "fat
head" (fig. 38). The transformation spread irresistibly,
like a contagion (fig. 39).22
Philipon is almost single-handedly responsible for
our senseof caricature as an art of indignation and as
a champion of the oppressed. Yet he created a new
space for progressive imagery through an unpre
cedented^ aggressive "commodification" of art. He
financed his political journals through a subscription
series,both of comic art and, more often, of reproduc
tions of old and new painted masterpieces,sold to an
emerging audience of middle-classpatrons. Within the
orbit of Philipon, however, many different styles,social

attitudes, and ideas about the range and function of
caricaturewere possible.J. J. Grandville, Daumier's im
mediate predecessoras Philipon's leading artist, soon
left his work as a caricaturist, and began the seriesof
illustrated fantasies on which his fame depends today,
and which led both to John Tenniel and to Odilon
Redon.
The caricature sculptor Jean-PierreDantan, on the
other hand, another artist who was occasionally in
volved with Philipon, made a seriesof small sculptures
eventually called, half mockingly and half not, the
"Musee Dantan," which employed the tradition of the
composite body less for political satire than to make
rebuses— punning riddles on their subjects' names.
(Thosethat have survived are startling enough; appar
ently a whole second set of obscene ones filled the
back room of the Musee Dantan and were even more
extreme.) These rebuses began as simple inscriptions
on the bases of his figurines, and then evolved into
more complicated and bizarre transformations: actors
and men of letters made into coatracks or into bugs
(figs. 40, 41) in ways that punned on their given names
and, occasionally, suggested something about their
metier. Though Dantan's work belongs less on the
barricades than in the smoking room, he was, more
than anyone else, responsiblefor joining the tradition
of caricatured faces to the tradition of composite bo
dies in a way that, by the middle of the century, made
both of them seem part of an organic genre called
"caricature."
But what relationship did all this new imagery have
to the art that hung in the Louvre? One line of
thought — exemplified by the work of the historian
Champfleury, and seconded by the English historian
Thomas Wright, who wrote a multivolume history of
caricature— linked it to the ancient stream of gro
tesque form, and insisted that caricature was so vital
becauseit was the oldest of all the arts, the primal vo
cabulary of visual expression. Champfleury and
Wright wanted to elevate the low satiric form by at
taching it to universal, common properties of the hu
man mind. But Champfleury had a poet friend who
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Vendues pour payer Ses 6,000 fr. d amende du journal le Charivari.
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Si, pour reconuuitrele mouarque dans unc caricature, vousn'attendez pas qu'il soil designoautrement que par la ressemblance,
toniberez dans 1absurde. \ oyczccs croquis informes, auxquels j'aurais peut-etre dii bonier ma defense:

Ce croquis resscmblca Louis-Philippe,vousconJamneiez done ?

Mors il faudra condamnercelui-ci, qui resscinblc au premier.

Mm
Puis condamnercet autre, qui ressemblean second.

Et enfin, si vous etes conscquens,vous no sauriezabsoudrccette
poire, qui ressembleaux croquis precedent

Ainsi, pour une poire, pour une brioche, el pour toutes les tetes grotesquesdaus lesquelleale hasard ou la maliceaura place cette
triste ressemblance,vous pourrez infligerkI'aateur cinq ans de prison et cinq uailletrancs d anient e. .
Avouez,Messieurs,que e'est lJt une singuliere liberte de la presse. •

38. Charles Philipon. "Les Poires,"from Le Charivari, January 17, 1834.The Metropolitan
Museum of Art, New York. Gift of Arthur Sachs,1923 (23.92.3)
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39. "Void Messieurs, ce que nous avons I'honneur d'exposer journellement," from La Caricature, March 6, 1834

40. Jean-Pierre Dantan. Neuville. 1843. Plaster and terra-cotta,
16
cm) high. Musee Carnavalet, Paris

41. Jean-Pierre Dantan. Romieu. 1835. Plaster and terra-cotta, 11"
(28 cm) high. Musee Carnavalet, Paris

shock of these two infinities that laughter takes
place
A sign of superiority relative to the beasts,
laughter is the sign of inferiority relative to the sages,
who by the contemplative innocence of their spirit ap

26

was interested in caricature, too; the friend even drew
a caricature of himself and Champfleury together (fig.
42). He was Charles Baudelaire,who became the first
writer to cut caricature off from an imagined inheri
tance in primitive form. In 1844 Baudelaire'ssmall in
come had been placed in the hands of a trustee, who,
in effect, condemned the poet to a life of small rooms
and sad hotels. Filledwith self-loathing and a masoch
istic desire for degradation, Baudelairedecided to be
come an art critic. In 1846, he wrote an essay on
caricature: "On the Essenceof Laughter."

28

Caricature for Baudelaireis the sophisticated, urban
art par excellence,not just in its choice of subjects but
in its intrinsic style. "Primitive nations," he wrote,
"cannot conceive of caricature.. . .When it comes to
the grotesque figures that have been left to us by an
tiquity — the masks, figurines, the muscular Hercules,
the little Priapuseswith their tongues curved into air—
... all these things are fully serious.We laugh after the
coming of Jesus.. . . The idols of India and China do not
know that they are ridiculous; it is we, Christians,who
know that they are comic." Caricaturefor Baudelaireis
also "Satanic"— that is (in Baudelaire's idiosyncratic
sense),profoundly human. "In effect, as laughter is es
sentially human, it is essentiallycontradictory, that is, it
signifies at the same time an infinite grandeur and an
infinite misery— infinite misery relative to the absolute
being of which man was possessedat conception; in
finite grandeur relative to beasts. It is in the perpetual
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proach childhood."

42. Charles Baudelaire. Caricature of Champfleury
and Self-Portrait, c. 1850. Pencil on paper. Present
whereabouts unknown

Baudelaire thought of caricature not as the lingua
franca of primal consciousnessbut as the argot plastique, the plastic slang, of civilized life, and of the
city, possessedof a quicksilver intelligence and mys-
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terious double nature that allowed it to capture the
perplexingambiguities of modern life in a way that the
stilted formal language of academicart could not. The
caricature, for Baudelaire,is the symbol of a self-con
sciously contradictory existence, of man poised be
tween another world and this one. When we look at
Daumier, he argues,what we are seeing reminds us of
the grotesque absurdity of this fallen and chaotic
world; at the same time, that we laugh rather than
turn in revulsion suggests our memory of order. Our
responseto caricature is a measure of our sophistica
tion, and it is possible only in a civilization that is at
once Christian and corrupt, dreaming of a lost inno
cent unity and consciousof its own departure from it.
For Baudelaireone kind of comedy, which he called
"absolute" comedy, is the comedy of joy. This kind of
comedy— that of E.T.A. Hoffmann or, in a different
way, Rabelais
— aspiresto re-create,for a moment, the
innocent, Edeniccondition from which we have fallen.
But another kind of comedy— "significant" comedy,
of which caricature is the best example—departs from
appearancesonly to make the truth of life plainer,
leavesthe world only to return to it. Absolute comedy
usesabstract forms—grotesque faces and odd bodies
and elegantly resolvedplots—for abstract effects; "its
only test is laughter," and it is, in this sense,abstract
and musical.Significantcomedy puts those ideal forms
at the serviceof a moral idea.
Baudelairegrasped intuitively that the history of cari
cature depended on the tension between the creation

of an "absolute" otherworldly realm and the decision
to enter that realm to find the familiar within it. What
Baudelairechanged was the sense of how the moral
plusesand minusesought to be scored. In the past, it
had been the otherworldly, the unnatural, and the fan
tastic that had been domesticated by caricature, and
part of the pleasure of the form lay in seeing the
threatening made humane; for Baudelaire, the gro
tesque represented a lost world of uncircumscribed
feeling, and every time we laughed at any caricature
we memorialized our own entry into consciousness
and guilt. The world of demons is our own. What Bau
delaire admired about Daumier was, in a sense,that he
was not of his time: that looking past the trivia of con
temporary politics, his grim welter of grotesque faces
marked the space between the rational animals we
would like to be and the fantastic beings we really are.
Like Dickens,Daumier shows us the monstersof affec
tation that are our true selves.
Baudelairesaw that Daumier was really astonishing
not for what he pinned down but for what he left
open. When we look at Daumier, despite the connec
tion of his art to encyclopedicprograms of physiogno
mic identification, what strikes us is how mysterious
the expressionsof his people really are; they appeal to
our fascination with the double edge of things, and
mark the fine line between comedy and tragedy, be
tween anxiety and vanity. The drama in Daumier lies
in the tension between the definition of social roles,
indicated in his figures' mime-like gestures and as-

43. Honore Daumier. Study of Heads,c. 1850.Ink over charcoal and black chalk on paper, 5Vax 7" (13 x 17.7 cm). The Brooklyn Museum, New
York. Carl H. De Silver Fund
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44. Honore Daumier. The Drinking Song. c. 1860-65. Black chalk, ink, and watercolor on paper, 10 x 13

sumed postures— the whole world of social imprints
on a human body that would become the basis for
Sherlock Holmes's deduction— and the multivalent
ambiguity of their expression. Far from anatomizing
the set poses of modernity, Daumier's figures remain
compelling for their invocation of moments of doubt,
doubleness, and emotional complexity (figs. 43, 44):
people in reverie, introspection, uncertainty; people
caught in the margins of expressionrather than at its
center. For Daumier, even such a seemingly straight
forward satiric target as M. d'Argo (fig. 45), the gov
ernment minister, can become a pathetic monster, at
once self-satisfied but strangely conscious of his ab
surdity. Such images, for Baudelaire,were the deepest
moment of caricature— the moment when the mask
has just slipped on the face, and its wearer hardly
knows whether to be delighted at his performance or
appalled at his imposture.
Even the most brutally satiric comedy had, before
Baudelaire, usually been explained as a form of ther
apy. Showing us the grotesquesof life, comedy taught
us discrimination and good manners; we enjoy satire
becausewe are reminded (or learn)that it is better not
to be like that. In a way that anticipates Beckett and
Kafka as much as Dubuffet, Baudelairesaw in his con
templation of caricature that comedy need not be un
derstood simply as a dream of conflicts resolved,with
happy endings all around; through Daumier's exam
ple, he saw that comedy could register profound am
bivalences and permanent doubts. It is not, as is
sometimes said, that Baudelaireand Daumier emanci

(26 x 34 cm). Private collection

pated caricature from the reflex of laughter; it is that
they emancipated laughter from the reflex of joy.
When Baudelaire's essay on laughter was finally
published in 1857, it confirmed an intuition that artists
had already begun to make part of their practice. The
plastic slang of the city was already on its way to be
coming one of the primary alphabets of avant-garde
art. From the ardent affection of Manet for the popu
lar print to Gauguin's cult of caricatural imagery,
Frenchart of the second half of the nineteenth century
was marked by almost innumerable borrowings—
some overt and some surreptitious— of vanguard art
from popular satire. The old order of art came under
siegefrom a new alliance of wise guys. But people still
argued about what this relationship really demonstrat
ed. Through the opposed models of Champfleury and
Baudelaire, caricature could be understood as both
very old and very new. Some people emphasized the
place of caricature as a psychologicallyprimitive form,
and thought that modern artists ought to use carica
tural form because it was basic and uncorrupted, a
kind of living fossil. Others thought that caricature was
useful to modern art becauseit was a model of sophis
tication, the measure of our rueful knowledge of our
own absurdity. Translated into the practice of picturemaking, this ambivalence proved fruitful and formcreating. In pictures like the Vision after the Sermon,
Gauguin could join Daumier's outline to the hard, de
terminate form of folk art, aligning Le Charivari with
the world of the Breton peasant. Caricature for Gau
guin offered the distilled essence of all art-making:

Cd

3
I—

<

U
oc

<

U

119

fa. Ccuicativte- fJournal ) N' i4o

PI . 202 .

M! D'ARGO ...
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from La Caricature, July 11, 1833

Drawing honestly," he wrote, "does not mean
affirming a thing which is true in nature, but, instead,
using pictorial idioms that do not disguise one's
thoughts."
Yet Degas could also use Daumier's
anticlassical burlesque figures as inspiration for his
courtesan bathers. The intellectual quarrel between
Champfleury and Baudelaire took shape in art as a
fruitful tension that allowed artiststo use popular form
both as a symbol of "primitive" honesty and as a way
of engaging modern life.
Yet if the figure style and draftsmanship of popular
imagery were allowed in art, their distortions of the
face on the whole were not. Funny faces in art were
still only good for a laugh, even though serious artists
loved to draw them. By the end of the nineteenth cen
tury, everybody drew portrait caricatures. Wonderful
caricatureshave come down to us from such unlikely
academic artists as Frederic Bartholdi, Thomas Cou
ture, and Horace Vernet (fig. 46). A flair for carica
ture was one of the marks of a genuinely distinguished
artist; and, as the critic du Seigneur'scomplaint ("After
Courbet, after Manet—the caricature!") reminds us,

46. Horace Vemet. Desnoyer Reading a Report, n.d. Ink on paper,
87/8x 3
(22.5 x 10 cm). Bibliotheque de I'lnstitut de France,Paris

caricatural flair was ever allowed to enliven the poised
balance of Puvis'stranquil pictures.
The art world in Paris,so far from being one where
all the rules were in the air, was more like the salons
described in Proust, where the rules of conduct, the
boundaries of the permissibleand forbidden, were at
once infinitely subtle and perfectly plain. Of course,
some art in late nineteenth-century Paris— Lautrec's is
an obvious example—was full of caricatural elements,
and even startling simplifications of faces (fig. 49). But
this art, like the subjects it most often depicts, be
longed to a kind of demimonde, neither high nor low,
vanguard nor popular. The split between caricature
and serious painting, exemplified by Puvis,looks to us
now like a "crisis" that had to be "resolved." Yet the
same split also forced the creation of a kind of "middle
kingdom" for caricature, found in the caricature jour
nals— L'Assiette au beurre, Le Journal amusant, and,
in Germany, Simplicissimus— that enriched city life at
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47. Pierre Puvis de Chavannes. Young Girls at the Edge of the Sea.
1879. Oil on canvas, 6'8
(205x154 cm). Musee d'Orsay,
Paris.Gift of Robert Gerard

even shows of caricature by academicartists were part
of the landscape. Yet there were understood rules
about what was acceptableas game and what was ac
ceptable as art, and artists adhered to these rules with
a fanaticism that seems to us in retrospect almost a
little schizophrenic. Puvis de Chavannes (fig. 47), for
instance, whose columnar figures and chaste subPiero reticence inspired even Seurat, also drew carica
tures of an intensity and meticulousnessthat would
have delighted Baudelaire(fig. 48). But no sign of his

49. Henri de Toulouse-Lautrec. Yvette Guilbert, from the Cafeconcert series. 1893. Lithograph, 17
(44x31.7 cm). The
Metropolitan Museum of Art, New York. Harris Brisbane Dick Fund,
1923 [23.30.3(2)]
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the end of the last century.Artists who chose to live in
this demimonde created a tradition that was, by itself,
the progenitor of much that remained stirring in the
next century's art.
The Daumier tradition went north. Passingfrom Ensor into German Expressionism,the multivalent ambi
guity of those faces, divorced from their specific satiric
uses,was seen as a material for art. The foggy faces of
Daumier initiated a line of imagery that runs beyond
Realisminto Symbolism and Expressionism,and con
nects the painterly indignation of Goya with the
graphic distortions of Munch and of Max Beckmann.
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48. Pierre Puvis de Chavannes. Expressive Head: Concierge, n.d.
Drawing. Present whereabouts unknown

Evenwell into the modern era, the tradition of the
caricature journal still could be enlivening. The politi-

cizedart of Berlin Dada dependson the alreadysoured
and bitter satiric tradition present in the great German
caricature journal Simplicissimus,whose roster of art
ists included the savage Olaf Gulbransson (fig. 50).
What givesthe work of George Groszand John Heartfield its razor edge is the forceful combination of the
non sequiturs of Dada imagery with the emphatic
stressesof an already developed language of political
cartoons. In Grosz'searly work, like the RepublicanAu
tomatons (fig. 51), the reduction of a social classto a
mechanical type— bourgeois into robot—obviously
has its roots in the quick-cutting imagery of the politi
cal cartoon, only now Grosz adapts the private lan
guages of the School of Paristo popular satiric form:
the melancholy perspectivesand wan streets of de
Chirico, the tubular men of Leger,the stencilsof Cub
ism, are parodied for satiric effect. It is no disrespectto
Grosz—just the opposite—to see that his most suc
cessfulwork belongs to another and different (though
not lesser)history than that which descendsfrom Ma
net to Cezanneand beyond; his art belongs to the his
tory of modernist invention rebounding back into
popular imagery.Grosz became the Gillray of Weimar,
parodying the high art of his time and finding in it a
cutting edge of political truth.
Other, lessdirectly engaged art, too, could continue
to find energy and inspiration in the caricaturejournal.
PaulKlee's grotesque heads of the teens and twenties
(fig. 52), with their apparent throwaway inconse-
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50. Olaf Gulbransson. "How can we poke the fire any longer? We
have no more charcoal" (1915?),reprinted in Arts et metiers graphiques, 31 (September 15, 1932)

quence, are in part a self-consciousattempt to substi
tute the humane tabletalk of the caricaturejournal for
the big declamatory stuff of either academic or sol-

51. George Grosz. Republican Automatons. 1920. Watercolor on paper, 23
18
(60 x 47.3 cm). The Museum of Modern Art, New York. Advisory Committee Fund
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52. Paul Klee. Charli. 1927. Ink on paper, mounted on cardboard,
3
(9.9 x 12.3 cm). Kunstmuseum Bern. Paul Klee Stiftung
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emnly "advanced" art. The tradition in modern art that
runs from Klee to Alexander Calder to Saul Steinberg,
and has as its end a conversationaldirectnessand sim
ple punning flair, begins in the middle kingdom of cari
cature at the end of the last century.
One man's decorum is another man's intolerable hier
archy. If it was possible to see the caste system of
French art— with the Beaux Arts in one place, the
avant-garde in another, and the caricature journals
someplace in between— as an essentially happy divi
sion of labor, it was also possibleto see it as a neurotic
segregation of the organic elements of art. For the full
potential of the comic tradition to be releasedinto seri
ous painting, it was necessaryfor an artist to have a
natural gift for funny drawing, to have a deep emo
tional dissatisfactionwith the accepted decorum, and
finally to find some new and unexpected catalyst that
could unlock the repressedenergies of satiric imagery
in a way that would allow them to enter, and even an
nex, high art.
This was achieved in about eighteen months in the
middle of the first decade of this century by Pablo Pi
casso.The transformation in Picasso'sart from 1905 to
1907 is still perhaps the most astonishing transforma
tion in art history, and it has often been describedand
diagnosed, usually in terms of the impact of new in
fluences or as the logical working out of possibilities
implicit in his earlier paintings. But it is also possibleto
see this transformation as the resolution—happily, to
the Devil's advantage—of the entire late nineteenthcentury psychomachia between notebook jokes and
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easel pieties.
Caricature was Picasso'smother tongue. His first
recorded drawings are all caricatures.(In this case,the

codices are textbooks that he doodled in during dull
hours at school [fig. 53].) The notebooks of his early
years in Barcelona are filled, alive, with caricature. A
single sheet (fig. 54) chosen more or less at random
from a notebook of 1900 displays childlike scrawls,
hollow-eyed, emaciated, tonal heads (a kind of mockSymbolist agony), crisp, quasi-guattrocento profiles,
and a kind of proto-Farmer Alfalfa figure, rendered in
one serpentine line complete with dialogue balloon.
What is finally most impressive in these early note
books is less the gift for likeness, remarkable as it is,
than the horror vacui that leads Picassoto crowd page
after page with every kind of distorted physiognomy.
Picassohad an apparent compulsion not simply to re
cord faces in a virtuoso shorthand but to reinvent
faces, and to push caricature toward new extremes of
simplification.
In Picasso'searly work as a caricaturist, two clearly
distinct stylesstill stand out among all the variety. One
style is sophisticated,and descendsfrom Lautrec. It in
volvesan allusivereduction of features to a telegraphic
code of dots and dashes,suavely placed against blank
white faces (fig. 55). Another style involves changing
the relation of featuresto face, in an almost graffiti-like
distortion that enlarges the subject's eyes and makes
them part of a geometric, simplified design—an origi
nal style someplace between Fayum funeral portraits
and Thomas Keane's moppets. In this second carica
ture style, Picassooften uses the curious device of
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Asimismo podra tomar el cstilo el nombre de la
epoca o del pais o de una escuela, y en este concepto
se llamara estilo del siglo de oro, oriental, de la escue
la sevillana, etc.
Pero entre el sinnumero de estilos que pueden
existir, hay algunos caracterfsticos,
muy marcados, de
empleo mas irecuente, conocidos con nombres especiales por la critica y en estos vamos a ocuparnos.
ESTILO SENCILLO, ELEGANTE, FLORIDO, BRILLANTE
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El estilo scucillo o llano se distingue por la correccion del lenguaje, facilidad en los pensamientos, exclu
sion de adornos y blandura de los afectos. Vale por la
importancia del fondo, y no necesita esmero en la
forma.
El cstilo elegante es producto del uso moderado de
los adornos y de la armonia del lenguaje, contribuyendo al buen efecto que produce los pensamientos y
afectos bellos, graciosos, finos y delicados.
La bclleza nos causa un placer puro y generoso.
La gracia nos hace sonreir apaciblemente.
Se ha
dicho por ntuchOs que es la bclleza del movimiertto.
*
La Ji)iura noS obliga a adivinar el pensamientt)
que
no aparece a primera vista, causandonos
agradable
j
placer.
La delicadcza nace del corazon, y puede definirsc j
da finura del sentimiento.»
El estilo florido admite abundancia de adornos f
gran esmero en la eleccion y colocacion de las palabras. Aun mucho mas los admite el estilo bnilantc.

53. Pablo Picasso. Various Sketches. 1893-94. Lead pencil on print
ed page, 10 x 5Vfe"(20.7 x 13 cm). Museu Picasso,Barcelona
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54. Pablo Picasso. Sketches with Pierrot Figures. 1900. Ink, conte crayon, and colored pencil on paper, 8
Picasso,Barcelona
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x 12Vi" (22 x 31.8 cm). Museu

55 Pabl Picasso. Caricaturesand Portraits: Guillaume Apollinaire, Paul Fort, Jean Moreas, Fernande Olivier, Andre Salmon, Henri Delormel.
1905. India ink on paper, 10 x 12 (25.5 x 32.7 cm). Musee Picasso,Paris

1

pip

of the mature portraits—the scabrousinsights, the ex
travagant physiognomic rearrangements, the fearless
combinations and recombinations of borrowed
styles— in a way that Picasso'spainted portraits of the
same years, and even of the next decade, with their
calculated wistfulness and tepid Symbolist effects, do
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56. Pablo Picasso.Head of a Man. 1899-1900. Ink and red pencil on
paper. 2 x 3V2"(6.9 x 8.9 cm). Museu Picasso,Barcelona

treating an unnaturally enlarged eye as a circlewithin a
geometric lozenge (fig. 56). Some of Picasso'sBarcelo
na caricatures in this second style have an aggressive
simplicity, an extreme insistenceon symmetry and ab
straction, that is still genuinely startling, as in a series
of studies he made of his friend Jaime Sabartes(figs.
57, 58).
In these early caricature pages,too, a couple of per
sistent themes— obsessions— also appear. Picasso,like
Leonardo (whose grotesque heads he knew and ad
mired), was fascinated by imagining the ravagesof
time. His notebooks are filled with pages where old
age descendslike a diseaseon odd little faces (fig. 59).
In one strange drawing, he seemsto imagine his own
face as an old man (fig. 60); and a later group from
1906 shows JosepFontdevila(fig. 61) suddenly under
going the horrors of age in a seriesof animated draw
ings. Caricature for Picasso was a kind of cruel,
substitute magic, in which a few bags and sags and
lines around the mouth could conjure up in a scribble
all the horrors of mortality and time. Where old age
suggestsa kind of wan bathos in Picasso'spainted pic
tures of this time, in his caricatures it is imagined as a
mocking rash, an unavoidable plague.
Another obsessionof Picasso's,evident in his note
books long before it was evident in his finished pic
tures, involved the possibilities for portraiture in
marginal and unfamiliar styles.On severaloccasionsin
the yearsfrom 1895 until 1900, Picassowould first ab
sorb an exotic new language of form and then imme
diately explore its possibilities as a new code of
identification. In one series of drawings from 18991900, he plays with the resemblancesbetween passersbyseen from a cafe and the El Greco portraits he
had recently come to admire (figs. 62, 63). On another
occasion, he assimilateda friend's face to the forms of
an Egyptian figure he had just seen (figs. 64, 65). His
extraordinary virtuosity as a caricaturist seemsto have
given Picassoa natural tendency to seean individual in
terms of a highly stylized manner, and to see in a high
ly stylized manner the surprising possibility of defining
an individual.
Throughout the first decade of his work, it is in these
notebook drawings alone that we see intimations of
the artist Picassowill become. They have the qualities

not (fig. 66).
This split between Picasso'snotebook caricatures
and his easel portraits is, as we've seen, common at
the end of the nineteenth century. Yet for Picassothis
split seems to have been especiallydisturbing, in part
perhaps becausein the context of the art of the Barce
lona renaissance,with its heavy linear designsand sim-

57. Pablo Picasso. Caricatures, c. 1899-1900. Conte crayon on pa
per, V/i x 4%" (8.9 x 11 cm). Museu Picasso,Barcelona
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58. Pablo Picasso. Caricature, c. 1899-1900. Conte crayon on pa
per, 3Vi x 4W (8.9 x 11 cm). Museu Picasso,Barcelona
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plified patterns, the space between caricature and
serious art must have seemed especially arbitrary.
Catalan art journals were full of caricature, which of
ten sat side by side with reproductions of Frenchvan
guard art; and that high art itself, when reproduced,
looked more graphic and linear than in fact it was. The
absolute division between what you were allowed to
do in a notebook and what you were allowed to do on
an easel must have seemedto Picassogenuinely pecu
liar. What's more, the enforced decorum seems to

59. Pablo Picasso.Sketch: Heads (PereRomeu). 1899. Ink on paper,
8 x 5Vfe"(20.5 x 13 cm). Musee Picasso,Paris

61. Pablo Picasso. Portrait of Josep Fontdevila and Sketch of a
Nude with Raised Arms. 1906. Conte crayon on paper, 10V&x7
(25.7 x 20 cm). Musee Picasso,Paris
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60. Pablo Picasso. Self-Portrait. 1898. Lead pencil on paper,
7
(19.5x12 cm). Museu Picasso,Barcelona

have left him blocked emotionally. It's as though he
could only draw his true, demonic, gleeful self in cari
cature (fig. 67), while for portraiture he had to put on
the uneasy,self-consciousface of Romantic longing.
But these low strategies could not be released into
Picasso'shigh art until a new and more dignified cos
tume, a different mask, had been placed on them—
literally a mask, for it was Picasso'sdiscoveryof archaic
and primitive art that allowed him to releasethe ener
gy of his notebooks into the world of his big finished
portraits. Picasso'sdeeply idiosyncraticuse of primitive
art—for he alone turns the schematized codes of
primitive art into a language of likeness, a language
used to define particular individuals—was in one re
spect a way of bringing the latent potential of the cari
cature into vanguard art. The searchfor likenessin the
grotesque and unfamiliar that had long been embed-
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62. Pablo Picasso. Five Sketches of Greek Personages, c. 1899.
Conte crayon and pencil on paper, 14Vsx 8W (30.6 x 22 cm). Museu
Picasso,Barcelona

63. Pablo Picasso. Modernist. 1899-1900. Conte crayon on paper,
8 x 6Va"(22 x 15.9 cm). Museu Picasso,Barcelona
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64. Pablo Picasso. Egyptian and Other Sketches,c. 1900.Ink on pa
per, 8Vbx 5Vs"(20.8 x 13.1 cm). Museu Picasso,Barcelona

65. Pablo Picasso. VariousSketches,c. 1900. Ink on paper, 8Vsx 5Vs"
(20.6x13 cm). Museu Picasso,Barcelona
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66. Pablo Picasso.Self Portrait. 1899-1900. Charcoal on paper, 8% x 6V2"(22.5 x 16.5 cm).
Museu Picasso,Barcelona
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ded in the caricaturetradition could be integrated into
Picasso'sfinished portraits only after it had first been
reimagined as primitivism.
As William Rubin has written, "Not surprisingly,one
discoversthat the low art' of Picasso'scaricaturestarts
fusing with his 'high art' at preciselythe moment his
primitivism begins, with the repainting of Gertrude
Stein's face in the Iberian manner on his return from
Gosol [in the fall of 1906]." Picasso'sportrait of Ger
trude Stein (fig. 68) is one of the monuments of mod
ern painting, yet its formal structure has never really
been sorted out. While the painting is accepted as an
extraordinary,magic likeness,the archaicforms of Ibe
rian sculpturewhich the artist usedto recastthe sitter's
face are consistently described as "monumental,"
"timeless," and even "inexpressive." That Picassowas
able to wrest likenessfrom such resistant material is
still seen as a formidable achievement; that the game
of wresting likenessfrom resistantmaterial hasa histo
ry of its own within the Western tradition has been
largely overlooked. The unfamiliar vocabulary of form
blinded people to the familiar underlying grammar.
In the Stein portrait, a likenessthat began as a study
in physiognomic ambiguity, in the grand manner, is
transformed through the use of primitive form into a

study in physiognomic identification through distor
tion: the low went high in the disguise of the exotic.
Eventhe particular forms Picassoselectsfrom the vo
cabulary of Iberian art—the oversize eyes, the mag-

67. Pablo Picasso. Self-Portrait and Other Sketches. 1903. Ink on
paper, 4 x 4 (11.8 x 10.7 cm). Museu Picasso,Barcelona

68. Pablo Picasso. Portrait of Gertrude Stein. 1906. Oil on canvas, 39V4X32" (99.6x81.3 cm). The Metropolitan Museum of Art, New York.
Bequest of Gertrude Stein

nified and thrust-out brows— are preciselythose that,
ever since Bernini, artists had been taking from the lan
guage of the grotesque and using to identify individ
uals. The key device that Picassois supposed to have
taken from "Iberian" sculpture is the eyes, which are
suddenly treated as a geometric, faceted element. Yet
as we've seen, it is precisely this stylization that is a
commonplace of Picasso'scaricature sketches of the

previous decade. The Stein portrait is the first of those
breakthrough works of Picasso'sin which he discov
ered that some exotic feature of primitive art bore a
punning or rhyming relationship to a mannerism that
already existed in his notebooks. Just as the "African"
scarificationsin the Demoisellesd'Avignon are the ser
endipitous children of idle shadingsand crosshatching
that existed in Picasso'scarnets independent of African
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69. Pablo Picasso.Self-Portrait. 1907. Oil on canvas, 19 x 18!/8"(50 x 46 cm). National Gallery, Prague

influence, so the Iberian eyesof Gertrude Stein are at
once an exotic "timeless" form and a familiar caricatural mannerism.The move from low to high, the vic
tory of the sketchbook over the easel,is accomplished
through the Trojan horse of primitivism.
For the next three years,we can recognize a steady
and recurring pattern of this kind in Picasso'sart. A vo
cabulary of primitive form is first absorbed and then
transformed into a new languageof likeness.In a mas
terpiece like the self-portrait of 1907 (fig. 69), Picasso
created a new kind of monumental caricature in which
the firm contours and quick sure insights of the note
book jokes are given a new weight and unforgettable
plastic intensity.
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The caricatural element in Picasso's"primitivism"
was recognized at once in his circle. The critic FelixFeneon, looking at no less "primitivized" a picture than

the Demoiselles,told Picassothat he probably had a
future as a caricaturist. And Picasso himself saw
clearly the route he had traveled from caricature to
vanguard portraiture by way of primitivism; the path
from sketchbook to easel went by way of Africa. In a
group of drawings from late 1907, variations on a cari
cature of Andre Salmon, who had been the first writer
to associatePicassowith primitive art, we can see Pi
casso retracing his steps, unmistakably and purpose
fully assimilating the vocabulary of primitive and
archaic art to the grammar of the caricature. Picasso
begins with a wonderfully jaunty full-length caricature
of Salmon(asWilliam Rubin has pointed out, this is the
first Picassocaricatureexecuted on large-scaledrawing
paper): half-smiling, a folio volume held in his re
laxed clasp the imperturbable evangelist of primitiv
ism (fig. 70). But then Picassoturns the collection on

the collector; Salmon is caricatured as a primitive ob
ject. In one extraordinary sheet—the art-historical
equivalent of the intermediate fossil which is the
dream and despair of the paleontologist—the carica
ture of Salmon is caught forever in transition from cari
cature to primitivized image (fig. 71). The passage
between primitive art and caricature is made the ex
plicit subject of the image. First,in the upper left, Picas
so further simplifies the queer, fin-like, and already
somewhat Africanized arrangement of the clasped
hands from the original drawing. Then, in an inspired
visual pun, Picassoseesthat the suave,cursiveshading
of the original can, with only a slight change in rhythm
and direction, become a striated pattern that echoes
the scarification of African art: Salmon's body now
bears the scarsof his own obsession.Once again, Pi
casso discovers a punning relationship between the
distant and exotic and the informal and near at
46
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70. Pablo Picasso. Portrait of Andre Salmon. 1907. Charcoal on pa
per, 23 x 15 (60 x 40 cm). Private collection, France

hand.
Next, the great jutting chin and lantern jaw put Pi
casso in mind of Pharaonic art, and the head is
wrenched into full profile and distended into a likeness
of an old-dynasty Egyptian king. Salmon's high fore
head is turned into a headdress,his spiffy middle part
into a bony ridge. On the far left of the sheet, the
figure (attitude carried over intact from the original
caricature) is inspected from the rear and then—the

^ •<\

j,m
A
3
/ix"

71. Pablo Picasso. Studies for Portrait of Andre Salmon. 1907. Ink on paper, 12

15

(32.5x40 cm). Private collection, France
France
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72. Pablo Picasso.Portrait of Andre Salmon (final state). 1907-08. India ink on paper,
24% x 19 (63 x 48 cm). Private collection, France

climax of this parody rite of passage—the Pharaonic
profile is mounted on the scarified torso. Salmon has
been inducted into the hybrid tribe: the barbarian alli
ance of caricature and primitive art, of the lowbrow
and the alien, that will conquer the Western portrait.
Eventually,in a later drawing in this series (fig. 72),
Salmon becomes a flat-footed, hunched-over, and,
above all, aged nude—an old man—with the same
schematicface as Picasso'sother friends who had also
been maliciously "aged" in his caricatures.
In a way, Picassowas just rejuvenating the tradition
that Braccellihad begun three hundred yearsbefore as
a joke. Through the examination of strange form, the
artist creates an image where the emblems of his
subject's trade or preoccupation are made part of his
appearance. ' Picasso's Salmon is the great-greatgrandson of Braccelli'sgeometric geometers; here, the
primitive fetishist is made into a primitive fetish.
And in all of these portraits from 1906-07— those
of Stein, of himself, and of Salmon—what Picassowas
doing was in one sensesimply a brilliant extension of
the tradition that we have chronicled: searching an
unfamiliar vocabularyof seemingly non-mimetic form,
he found a new and startling kind of mimesis. What
Picassofound in his own notebooks wasn't a style so
much as a way of proceeding, an instruction to look at
stylized,exotic form and make it real. That instruction,

as we've seen again and again, that way of proceed
ing, is exactly what the caricature tradition has always
insistedon—that process,that injunction is, in a sense,
all that caricature is.
Yet Picasso'sachievement is larger and more power
ful becauseit involvesmore than the creation of a new
subdialect. It involves uneasy alliances of existing idi
oms as well as surprising puns between them. For,
once we have seen how much their structure depends
on the kinds of things Picassowas already doing in his
notebook jokes, the question still remains, Why aren't
any of these pictures funny? The answer at one level is
obvious: they don't look funny. The hulking monu
mental body of Gertrude Stein as she pressesforward
to the picture plane, like a child pressing its nose
against a window; her set mouth and heavy, Michelangelesque hands—all of these elements are em
ployed by Picassoto counterpoise the element of
charged portraiture. The play between bravura like
ness and monumental weight in the Stein portrait is
matched in intensity by the tension between graphic
simplicity and illusionistic lighting in the 1907 selfportrait. That picture draws on the "big-eyed" carica
ture style which had before been present only in
Picasso'ssketchbooks,now remade in the image of tri
bal art, but adds to it a sobering overlay of a carefully
recorded screen of highlights and shadows, climaxing
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in the odd, bright white circle that rests in the artist's
right eye.
It isn't, though, that these pictures are in any sense
failed or tentative. They are authoritative reorchestrations of many different codes of likeness,and they re
mind us of how much our senseof the comic depends
not on a fixed psychologicalstructure, but on a muta
ble context of expectations. Almost everyonewho has
theorized about caricature, from Henri Bergson to
Freud to Rudolf Arnheim to the contemporary cogni
tive psychologistDavid Perkins,has insistedthat carica
ture is funny becauseit is in some sense"economical" ;
that its simplifications in some way satisfy the perma
nently tendentious organization of the mind. The gestalt psychologist may theorize that caricatures work
because they represent an extreme, simple-to-grasp
demonstration of the deviations from the norms of
perception that make all expression possible; the
psychoanalyst may suggest that it works because
"the claims of instinctual life are satisfied by its con
tent, the objections of the superego by the manner of
its disguise"; and the cognitive psychologist may
suggest that caricature mirrors the schematized im
agery of cognition. But all of them agree that the
caricature is, in some sense, parsimonious, primitive,
elemental, a "saving of mental energy"; that the
"mind's eye" in some sense already sees caricatures,
prefers caricatures,and that the artist pleasesthe view
er by satisfying this preference. The artist overcharges
his portrait so that the viewer doesn't have to over
charge his mind.
But of course most kinds of serious learning and se
rious art are, in this sense, "economical" too—they
help us to organize seemingly unconnected concepts
into a simpler pattern. What distinguishesjokes from
other kinds of surprising structures—from scientific
theories, for example— is that the jokes propose a
manifestly false economy. For a joke or a picture to be
funny, it has to propose a new way of organizing the
world that is completely logical and at the same time
obviously provisional. It isn't that the mind's eye sees
caricatures.It's that the mind's eye can recognize in a
caricature a processof simplification and tendentious
classificationsimilar to that which allows us to function
in the world at all; only now the processis used not to
posit an enduring, permanent category but instead to
draw our attention to a peculiar structural resem
blance between two unrelated things— between a
pope and an insect, or a king and a pear,or an Ameri
can writer and an Iberian mask. This coincidental like
ness, for a moment, seems at once to parody all our
fixed and "natural" categories and (in a way that can
be maddening if you are the king who looks like the
pear), for a little while, anyway, to take on some of
their authority.
The apparent "economy" of caricature had in this
sense always depended not on its intrinsic structure
but on its fixed place within the securedecorum of art.
Here psychology,of whatever school, is subsumed in a
history of social order— of prejudices.The basic equiv

alence between what the caricaturistdid and what the
artist of the grand manner did had, after all, been ap
parent since the first appearanceof the comic form —
both kinds of work used a conventional set of formu
lae to "see the lasting truth beneath the surface of
mere outward appearance," as Annibale Carracci
put it, and in this sense the caricaturist's task was, as
Annibale also said, candidly, "exactly the same as the
classicalartist's." But before Picasso,one of those
practicesof stylization had always been designated as
a norm, a true report about the world and the other,
caricature,as an exception, an extreme case,a peculiar
structural trick—a joke.
With Picasso'sportrait of Gertrude Stein and with
his own 1907 self-portrait, however, the decorum of
norms and exceptionsis not just stood on its head (that
had been done before) but completely rearticulated, in
a way that denies any secure sense of hierarchy, and
therefore any simple, closed, response. By orchestrat
ing a very complicated set of effects—by taking up to
tally unfamiliar stylizations, like those of "Iberian" art,
that were exotic but also in some ways oddly classical;
by infusing graphic caricaturalelements into otherwise
"painterly" pictures— Picassoshowed that you could
take up the strategies of caricature without being
forced into the "marginal case" logic of humor. Are
these faces or masks? "Platonic" truths about the sit
ters, or journalistic ones? Aggressiveor generous ges
tures? Caricature had in the past really been a twobeat process:first, surpriseat the strange equivalence,
then reintegrating laughter as we put it in its provision
al place—the strange equivalencesdiscovered on the
margins of art at once expanding our horizons and
reaffirming the normality of the center. "Laughter,"
Bergsononce wrote, "appears to stand in need of an
echo. ... It can travel within as wide a circle as you
please;the circle nonethelessremainsa closed one."
For Picassothere is no fixed center; the circle never
closes,and the second beat is never struck.
In the high Cubist portraits of the following years
the dialogue of previously irreconcilablestyles reaches
a climax of poetic intensity. Picasso'sultimate achieve
ment in the portraits of his high Analytic Cubist period
is the fusion of the two seemingly irreconcilable por
trait styles descendedfrom the time of Leonardo. The
portraits of 1906-08 involved the reuse of the star
ing, big-eyed style present in Picasso'searly caricature;
the language of simplification in the great high Cubist
portraits, on the other hand, appropriately for its
dandified milieu, involves instead an adaptation of
the elegant, dots-and-dashes style of the Parisian
caricatures.
Yet the tiny set of physiognomic clues in each por
trait is merged into an envelope of light which is at
once beautifully specific—the silver and gray light of a
Pariswinter —and resonantly metaphysical.In the high
Analytic Cubist portraits, and above all in the Kahnweiler portrait (fig. 73), the visual metaphor is much
like that of Leonardo or Rembrandt, perceptual uncer
tainty made into a metaphor for the unresolvablemys-
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73. Pablo Picasso. Portrait of Daniel-Henry Kahnweiler. 1910.Oil on canvas,39Vi x 28
Mrs. Gilbert W. Chapman in memory of Charles B. Goodspeed

(100.6 x 72.8 cm). The Art Institute of Chicago. Gift of

:til L'Assietteau Beurreolr
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74. Kees van Dongen. "Cocotte," from L'Assiette au beurre, Octo
ber 26, 1901

75. Juan Gris. Cover of L'Assiette au beurre. May 29, 1909

tery of human personality. At the same time, these
likenessesretain the self-consciouswit and compres
sion of the caricature, the schematic likenessthat re
calls the mind's constant search for provisional order.

In the high Cubist portraits, Picassocombinesthe enig
matic poetry of the Rembrandtesqueportrait with the
epigrammatic precision of the caricature.
Picasso'srevolution in face-making blurred forever

76. Miguel Covarrubias. Paul Whiteman. c.1924. Watercolor and charcoal on cut paper,
11Vi x 9 (29.2 x 24.4 cm). Prints and Photographs Division, Library of Congress, Washing
ton, D.C.Gift of Caroline and Erwin Swann
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the line between caricature and conventional portrai
ture. The most obvious evidenceof the evaporation of
this distinction becomesapparent in catalogues of Pi
casso's own work. Before 1907, "caricature" pages
appear again and again in his notebooks, as a distinct,
identifiable genre; after that, there is virtually not a sin
gle page in all the archivesof the Musee Picassoin Pa
ris that can be classified separately from the rest of
Picasso'sdrawings as a caricature. The line between
caricatureand portrait has been so thoroughly annihi
lated that the distinction has become meaningless.
In the wake of Picasso'srevolutionary realignment
of face-making, a line of caricaturists emerged who
now had a new licenseto present the imagery of the
caricaturejournals as a form of vanguard art (fig. 74).
Many of the second generation of Cubist artists, from
Juan Gris (fig. 75) to Jules Pascin,who helped turn

77. Miguel Covarrubias. Clark Gable vs. Edward, Prince of Wales.
1932.Temperaon paper, 14x11" (35.6 x 27.9 cm). Iconography Col
lection, Harry Ransom Humanities ResearchCenter, The University
of Texasat Austin

Cubism from a private, two-man code into a popular
language, had receivedtheir training not in the halls of
the Ecole des Beaux-Arts but as caricaturists in the '
pages of L'Assietteau beurre.
Other artists who remained within the world of the
humor magazinestook up the new languageof carica
ture as it had been invented by Picasso.Perhapsthe
most gifted of these post-Cubist caricaturistswas the
Mexican-born Miguel Covarrubias.His work relied on
reinterpreting faces into a system of interlocking
planes (fig. 76, 77) that depended obviously and self
consciouslyon the style of Picasso'sCubist portraits.
Covarrubias is the Gershwin to Picasso'sStravinsky,
taking up new rhythms (whose not-so-distant origins
lay in "low" art) and making them brightly syncopat
ed. Hisskill as a caricaturistseemsto have led him to an
increasing fascination with a particular branch of art

history. He eventually gave up his career in New York
to return to Mexico City—where he spent the rest of
his life as the curator of the National Museum's De
partment of Primitive Art.
Caricaturedied so that modern art might live. Just as it
becomes impossible, after the work of 1908-10, to
distinguish in Picasso'sown work between "carica
ture" and high drawing, it soon became impossibleto
distinguish between modern art that self-consciously
drew on the caricature tradition and modern art that
just looked like other modern art. The conceptual leap
that saw large-scalepossibilitiesin the recyclingof little
jokes simply became part of the modern tradition; art
ists did it without thinking about where it came from.
Yet, as we have seen, the same processof rethink
ing the possibilitiesfor individual jokes in generic form
that had produced charged portraits had, since the
first exhortations of the satiric tradition in the seven
teenth century, produced other kinds of visual jokes
and puns, too. Men remade in the shape of the em
blems of their trade or preoccupation (a transforma
tion that Picassohad only hinted at in the private
drawing of Salmon), in the tradition of Arcimboldo
and Braccelli; punning, "rebus" portraits in the tradi
tion of Dantan—the tradition of the composite body
was availableto the modern imagination, too. The rev
olution in portraiture that Picassobegan just by paying
attention to his own notebooks also suggested other
revolutions that might result from paying attention to
the big, serious potentials latent in old, small jokes.
After 1912, part of the creative logic of modern art in
volved taking a comic or satiric motif and using it in a
new context of ideasand associations.If caricature had
been born as a new way of looking at the grotesque, a
vein of modern art was rooted in a new way of looking
at caricature, in which distortion, stylization, and the
marriage of the demonic and the near at hand were
no longer seen asjokes but as mysterious,irrational vi
sions.A tradition that passedfrom Baudelaireto Picas
so and into Surrealism(like the parallel literary tradition
that passedfrom Baudelaireto Kafka)transformed vul
gar comedy by turning its vision from the surface ab
surdities of social life to the deeper irrationalities of
death and desire.
Considerthe history of one peculiar motif in the tra
dition of the composite body: the "body/face transfor
mation." Vanguard art between the two world wars is
full of such transformations, faces made in the shape
of human bodies, or in the form of phallusesand vagi
nas. When we look at such transformations— at Picas
so's head of Marie-Therese Walter, from 1932 (fig.
88), or at Magritte's The Rape—we seem to be seeing
images that bypassthe old order of art altogether to
come into direct contact with the primal, pre-rational,
symbolic vision of the unconscious. Yet although we
might expect this motif to have a long history in sacred
art— in Greek herms and "primitive" art— in fact it ap
pearsmost often in a stereotyped kind of graffiti and in
a rich, though narrow vein of the low tradition of
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78. "Rohan Soubise," from LesFouteries chantantes, ou les recreations priapiques des aristocrates en vie par la muse libertine (A Couillardinos, 1791)
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79. "Ah! ah! voila mon portrait," from Les Fouteries chantantes

weird, composite bodies. Surprisingly,the erotic exten
sion of this transformation first appears in popular im
agery around the time of the FrenchRevolution. In a
set of remarkable images,from the time of the Revolu
tion, an anonymous artist had joined satiric depiction
of the circlesof aristocratic and ecclesiasticalpower to
obsessive,intricately wrought obscenity (figs. 78-80).
A little later, such body/face transformations became
protest art, as when a German artist named Johann
Michael Voltz designed a grim protest caricature of
Napoleon with his face composed of naked corpses
(fig. 81). This kind of metamorphosis had by then
become a commonplace smutty joke of nineteenthcentury French postcards.
When similar imagery began to appear in vanguard
art, it was apparent to some observersthat these trans
formations had their origins in popular caricatural im
agery.In the 1933 Minotaure, for instance, Paul Eluard
reproduced old, pre-World War I comic postcards
showing this kind of erotic transformation (fig. 82) pre
cisely in order to show that naughty postcards might
be the bearersof demonic visions; these imageswere,
Eluardsaid, only "the small change of art and of poet
ry. But this small change sometimes gives an idea of
gold."
For Eluard, at least, the connection of these images
to the repressed and neglected language of comic
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81. Johann Michael Voltz. TruePortrait of the Con
queror. 1814. Engraving. Collection Arthur Brincombe, Exeter

80. "Cazales," from Les Fouteries chantantes

drawings and smutty postcards was part of their
radicalism.In these images, the social and revolution
ary aspects of Surrealismare allied, the inward- and
outward-turning sides come together. The repressed
image of the psycheturns out to be the devalued coin
of the social world.
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In Surrealistpictures like Magritte's TheRape(fig. 5),
or any number of early Dalfs,however, the move from
low to high involvesonly the mechanicalreversalof the
emotion that the motif is expected to evoke— dread
and wonder instead of a nudge and a wink. Thesepic
tures are simply smutty postcards presented straight,
without the need of a rationalization. The tradition
that had begun with a mocking re-read of the other
worldly became otherworldly again through a solemn
re-read of the satiric, and one may have the sense in
these imagesof a simple change in decorum trying to
do the work of original imagination.
More telling than these simple restatements of the
body/face pun by Magritte and Dali are the contempo
rary restrikesof the sametradition by Picassoand Brancusi. Although we are accustomed to seeing Brancusi
only in terms of a search for pure essences,a move
toward perfect surface and the ultimate reduction,
nonetheless it was Brancusi who, in his pre-World
War I sculpture, first made the conceptual leap which
allowed a structure that had always before been
confined to the most vulgar kind of humor to achieve
the complexity of high art. From 1913 on, Brancusi
took up the low tradition of dissolvinga face into an
object or body and showed how it could be associated

with the perfect, streamlined forms of modern engi
neering. (Indeed,the same issueof Minotaure in which
Eluard reproduced his obscene postcards includes an
article by Maurice Raynal on the emancipation of
sculpture, showing "how the plastic sensibility has
finally been liberated by a sort of freedom that permits
a lyricism of overflowing danger and necessity" —
and Raynal'sarticle is accompanied by quotes from
Brancusi,and photographs of his atelier.)
This Surrealist attempt to annex Brancusi to itself
had its own politics. Nonethelessthe sense that the
polished surfaceof his art is the outward shell of a wit
ty, multireferential internal life—that his work sits be
tween Cycladicsculpture and a dirty joke— provides a
real insight into the way Brancusi'sart actually works.
The quasi-theosophicalsearch for the underlying geo
metric order of the universeisjoined in Brancusi'swork
to a love of double and triple meanings, and it is this
that makes him more than merely pious. It isn't that
Brancusi'sworks in any senselook like caricature in any
simple way—they don't — or that his formal language
can be reduced to a tradition found on latrine walls
and dirty postcards. It's that their aesthetic involves a
new freedom, and invites a particular kind of punning
scrutiny that had previously been allowed in art only
when the image was clearly designated as a joke.
His first mature plastic statement, The Kiss(fig. 83),
is, after all, a pun as direct and crude as anything in
Dantan or Philipon: the chunky block bodies of the
two fused lovers form into a single Cyclops face with
an absurd Al Jolsonsmile. This simple body/face trans-

82. Postcards, from Minotaure,

nos. 3, 4 (1933)
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formation is given new life and a touching naivete in
The Kiss becauseit is made part of a language of ap
parently resistant, folk-art block form. Like Picasso's
Portrait of Gertrude Stein, Brancusi'sKissjoins archaic
form to a caricatural transformation.
Brancusi's plastic simplifications depend on metaphoric complications, on precisely the invitation to
"look into" that had been kept alive in the past by the
tradition of comic imagery.When we look at an appar
ently "essential" Brancusi like the Torso of a Young
Man or The Beginning of the World (figs. 84, 85), our
response rests not on a passiveacknowledgment of
wholeness and finality, but on our creative ability to
project into simplified form a whole tradition of illu
sion; the Torsoof a Young Man is the stenographic
form of Rubens,and depends for its power on a "con
ceptual set" which makes us ready to see as, rather
than look at. In the PrincessX (fig. 86), the elegant
swan-neckedgirl of Brancusi'sideal doubles as a phal-

83. Constantin Brancusi. TheKiss.c. 1912.Limestone, 23 x 13 x 10"
(58.4 x 33 x 25.4 cm). Philadelphia Museum of Art. Louiseand Walter
Arensberg Collection

85. Constantin Brancusi. The Beginning of the World, c. 1924.
Bronze, 7 x 11V*x 6Vs"(19 x 28.6 x 17.5 cm). Musee National d'Art
Moderne, Centre Georges Pompidou, Paris. Bequest of the artist
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lus, and the image of a dream girl, a dirty joke, and a
profound fertility symbol are all made inseparableas
pects of a single streamlined form. Brancusi's reposi
tories of polish and reduction are really echo chambers
of multiple reference: the exotic and the near at hand,
the conceptual and the accidental, the muse and Mile
Pogany (fig. 87), streamlined Bugattis and Cycladic
sculpture, all brought together. His purity, his distilled
platonic abstraction, rests on a deeper life of playful
impurity beneath the perfect surface, the fetal heart
beat within the egg.

84. Constantin Brancusi. Torso of a Young Man. 1924. Polished
bronze on stone and wood base, 18x11x7" (45.7 x 27.9 x 17.8 cm).
Hirshhorn Museum and Sculpture Garden, Smithsonian Institution,
Washington, D.C.Gift of Joseph H. Hirshhorn

Brancusielevatedthe low tradition in his searchfor a
symbol of androgyny, fusing male and female into a
single erotic hieroglyph: fertility as a pansexual fact.
Yet even the PrincessX may seem to have something
chilly and deco about it; a touch of the erotic frigidaire.
When Picassotook up an apparently similar body/face
metamorphosis at the end of the 1920s, it expressed
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86. Constantin Brancusi. Princess X. 1916. Bronze, 22
16
(56.5x42x24 cm).
Musee National d'Art Moderne, Centre Georges Pompidou, Paris. Bequest of the artist

not a dream but an appetite, a direct fact of projected
desire. Picasso'sinsistenceon remaking the image of
his mistressof the twenties and thirties, Marie-Therese
Walter, has about it the spirit of Pygmalion in reverse,
taking a real woman and forcing her back into an
artwork. Where Brancusifuses multiple levelsof refer
ence into a seamlessform, Picassousesthe old joke as
an image of sexualconquest. Picasso'sfantastic meta
morphoses are entirely narcissistic; his own erection
projected onto his lover's body like an image on a
screen, her body re-formed in the shape of his lust
(figs. 88-90).
Where Brancusi's heads belong formally to the
world of submarines and deco objects, Picasso'sBoisgeloup heads are situated, at once parodically and ca
ressingly,within the classical,Mediterranean tradition;
surely Picasso,crowding his studio with these trans
formed phalluses,was thinking in part of the antique
tradition of the herm. These are, in fact, herms for
modern times, dedicated to the cult of the folie a deux,
an Olympus populated by a single mutable goddess
and scaled by one's self. As much as the contemporary
Vollard Suite, these heads are invocations of the classi
cal past. That connection, at once longing and mock
ing, provides the iconographic force of Picasso's
helmeted warrior (fig. 91), who combines Etruscan

87. Constantin Brancusi. Mile Pogany. 1913 (after a marble of
1912). Bronze, 17V4x8
12" (43.8x20.5x30.5 cm), including
base. The Museum of Modern Art, New York. Acquired through the
Lillie P. Bliss Bequest

88. Pablo Picasso. Head of a Woman (Marie-Therese Walter). 1932. Bronze, 50% x 21V2x 24%" (128.5 x 54.5 x 62.5 cm). Musee Picasso,Paris
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89. Pablo Picasso. Head of a Woman
(Marie-Therese Walter). 1932. Plaster,
52 x 25 x 28" (133.4 x 65 x 71.1 cm).
The Museum of Modern Art, New
York. Gift of Jacqueline Picassoin hon
or of the Museum's continuous com
mitment to Pablo Picasso'sart

elan and early Greek aplomb with erotic obscenity.The
theme of metamorphosis is, of course, a classicalone,
the great Ovidian subject. Yet by taking up as the basis
for a classicalart the low, comic, anticlassicaltradition
of overloading double and triple and even quadruple
meanings in a single form — by seeing in a girlfriend's
face the possibility of a mushroom, a classicalprofile,
an Etruscan warrior, and an erection— sexual meta
morphosis becomes a human fact rather than a
heightened process,psychology rather than myth.
There's no sensein which what Brancusiand Picasso
are doing can be reduced to a satiric or comic tradition.
But in these lessimmediately apparent cases,as much
as in Picasso'searlier portraiture, the new language of
modern art expanded by taking advantage of the ex
pressive possibilities latent in a transformation pre
viously restricted to the precincts of low humor. "But
this small change sometimes gives an idea of gold."
The specific precedents for Picasso'sand Brancusi's
sculpture all lie in low art, in graffiti, and in the devel
oped comic language of the rebus and the punningly
transformed body, of the kind one finds in Eluard's
postcard collection. Picasso'sand Brancusi'sbody/face
transformations reclaim the Mediterranean tradition
for us in the same way that Daumier had reclaimed it
for his time: the recuperation of classicalform takes

90. Pablo Picasso. Bust of a Woman. 1931. Bronze, 24
16 (62.5x28x41.5 cm). Musee Picasso,Paris
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91. Pablo Picasso.Head of a Warrior. 1933. Plaster, metal, and wood, 47V2x 9 x 27" (120.7 x 24.9 x 68.8
cm).The Museum of Modern Art, New York. Gift of JacquelinePicassoin honor of the Museum's continuous
commitment to Pablo Picasso'sart

place through its apparent parody. Though Brancusi
seemsto us to recapturethe purity of Cycladicart, and
Picassoto rejuvenate the tradition of arcadian pleas
ure, these ambitions were, after all, in themselvescom
monplaces of their time, and most often produced
dead, surface eclecticism.The genius came in seeing
that what had alwaysbefore looked like the low alter
native to classicalpurity could become the sourceof its
renewal.

144

If it was still possible to remake tradition through a
sculptural marriage of classicalform and its parody, by
the end of the 1930s the reimagining of the caricatural
likeness had become so common that it had lost all
power to disturb. The funny face had become simply
the heraldic emblem of modernism. It required some
great crisis to make a mixed-up face seem again like

something more than syncopated decor, and that was
achievedjust after World War II by Jean Dubuffet. Dubuffet's aggressive,graffiti-style caricatural portraits of
1946-47 (figs. 92-96) are in part caricature in the
simplest sense, a mocking variant on the pantheons
of artists that had become sober clichesof even "radi
cal" French art, as in Surrealist group portraits. But
Dubuffet's portraits manifest the revolt, and revulsion,
of intellectuals: mental energy and will are now
all that matter, and the body can (indeed, must, as a
Savonarola-styledemonstration of adherenceto a new
anti-faith) go to hell. His writers and intellectuals are
pathetic monsters, their features reduced to pop-eyed
scrawls, their aplomb prodded into jumping-jack
spasms. Yet, since grotesque harshness and imbalanced disturbance are in Dubuffet's view tokens of au
thenticity, to be portrayed by him with scar-like

contours and inept anatomy is, perversely,to be made
glamorous. A rich and peculiar underlying conserva
tism can be found in Dubuffet's portraits, one that is
expressed in their choice of subjects. Leautaud (fig.
97), for instance, was not an outsider of any kind. He
was a theater critic who set himself against the dying
traditions of the Comedie-Franqaiseand the seven
teenth-century tragic tradition, to insist on the su
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92. Jean Dubuffet. Monsieur Dhotel. 1947.Oil and sand on canvas,
46
(118x89.1 cm). Collection HansThulin, Stockholm

preme value, for modernity, of farce, music hall, and
boulevard comedy. Dubuffet's portraits, far from pur
posely lying outside the realm of cultural debate,
choose up sides and manners from deep within it.
Like Giacometti's gaunt walking figures, these por
traits are, of course, self-consciousvisual metaphors of
Existentialistman. But if for Giacometti that condition
was expressed in the play between leaden-footed
movement and immense solitude, for Dubuffet the
same angst could be captured through the play of the
spasticfigure within compressedspace. His intellectu
als are like pinned insects,leaping and writhing as they
are pierced and labeled. Yet even these inadequate,
absurd, incongruous leapsand claps and bounds have
some baseline heroism about them: they are images
(in every sense)of survival, even if they show the will
reduced to a nervous spasm and the smile of reason
reduced to a reflexive grimace.
Where Picassohad integrated caricatural style into

93. Jean Dubuffet. Jules Supervielle, Large Myth Portrait (Supervielle, Large Banner Por
trait). 1947. Oil on canvas, 51Vi x 38 (130.8 x 97.8 cm). The Art Institute of Chicago. Gift of
Mr. and Mrs. Maurice E. Culberg
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94. Jean Dubuffet. Joe Bousquet in Bed. 1947.Oil emulsion in water on canvas,57 x 44
(146.3x 114 cm). The Museum of Modern Art, New York. Mrs. Simon Guggenheim Fund
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poetic portraiture, and where the Surrealists had
found in jokes the stuff of dreams, Dubuffet's portraits
obstinately insistthat caricaturalwit (and the social life
it belongsto) is itself a kind of mania. As much as in his
transformation of the meaning of graffiti imagery in
art, in these portraits Dubuffet was also out to change
our senseof the role of wit in art. For Freud,jokes and
dreams had been complementary "primary pro
cesses"; wit and dreams were parallel because both
derived from the operation of unconscious associ
ations and connections, though one had to contrast
"wit as a consummately social product with dreams
as a consummately asocial one." The Surrealists
thought that the consummately unsocial product was
the thing to pay attention to, and they were interested
in low jokes only in as much as they could be made to
look like dreams. Dubuffet reversedthis process.The
line between constructive, healthily "socialized" out
ward life and dangerous (if arrestingly rich) mental
life—the line that had in the past been the distinction
between wit and dreams—was for Dubuffet an illu
sion. You didn't haveto look past the caricaturefor the
craziness;the caricature itself showed you all the crazinessyou needed to see. Look into the caricature, the

Surrealistshad suggested,and you may seethere a lit
tle piece of the intricate psyche of modern man; look
into the psyche of postwar man, Dubuffet's portraits
insist, and all that remains is a caricature. The change
from what Picassodid with caricature to what Dubuf
fet does with it is, in a way, like the difference between
JamesJoyce'sand Samuel Beckett's reuse of low ver
bal comedy. In each case,the older artist finds in comic
form—the caricature for Picasso,the pun for Joyce—
the possibility of a kind of pregnant reduction that, by
focusing down on what in the past had seemedmerely
coincidental resemblancesof form or language, simul
taneously opens his art to a dazzling multiplicity of ref
erence. Graphic satire allows us to enter the mysteries
of African art; Irish wordplay revives the Greek epic.
For Dubuffet, however, as for Beckett or Antonin Artaud, comic form was made serious not by transform
ing it but by insisting on it: by making caricatural
drawing and slapstick routines so intense and unre
lenting that the emotion they provoked, from sheer
overload, would spill back over into the grotesque.
Dubuffet's portraits show the last gasp of the power
of caricature to create even a symbolic disturbance. At
the same time as Dubuffet's portraits were being
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95. Jean Dubuffet. Dhotel Shaded with Apricot. 1947. Oil on canvas, 45
Pompidou, Paris

35" (116x89). Musee National d'Art Moderne, Centre Georges

96. Jean Dubuffet. Bertele, Wildcat. 1946. Oil emulsion on canvas, 51V4X38V4"(130 x 97 cm). Collection Stephen Hahn, New York

97. Jean Dubuffet. Leautaud, White Scratchings. 1946. Ink on pa
per, 19% x 12W (50 x 31 cm). Present whereabouts unknown

painted, in the aftermath of war, the popular cartoon
shook off the last vestigesof its allegianceto the cari
cature tradition. Saul Steinberg and JamesThurber—
the one working from a surfeit of kitsch modernism,
the other working "naively" from a comic tension be
tween sophisticated mind and awkward hand— be
gan to replacethe old, mutable faces of Daumier with
cool, unvarying comic masks. The new humor of the
cartoon lay in watching unchanging masks confront
the perplexities of modern urban life. Caricature be
came sophisticatedagain by returning to the purpose
fully stereotyped and repetitive language of the
grotesque. If we look at an early Steinberg sheet of
"caricature" heads, for instance (fig. 98), though it
may seem at first to be a straightforward descendant
of the old, crowded sheetsthat passed,as an improvi
satory laboratory of form, from Agostino Carracci to
Picasso,a closer look shows that where those draw
ings were about the power of small changes to create
the illusion of individuality, Steinberg's heads are
about the inability of cosmetic changes—the mous
taches and inscriptions—to alter the essential mono
tony of modern types. Like the mock-italic inscriptions
which accompany them, these heads provide the illu
sion of meaningful difference only to reveal an abso
lute sameness.They are finally as unvarying as the
Gorgons of Greek art. Steinberg's heads close a cycle;
caricature had begun by representing monsters as

98. Saul Steinberg. Page from an unpublished sketchbook, c. 1950. Collection the artist
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99. Pablo Picasso. Young Girl Seated. 1970. Oil on plywood,
51V*x 315 (130.3x80.3 cm). Musee Picasso,Paris

people, and ends by representing people as monsters:
the gargoyles' revenge on Leonardo.
Kenneth Tynan wrote once that the central story of
modern expression was the "steady annexation by
comedy of territories that once belonged to the empire
of tragedy." The story of caricature and modern
painting was an episode— in many ways, the very first
chapter— in the story of how this tragic century has
revolted against the old forms of tragedy, and reas
sembled new memorial stylesfrom the language of in
congruity, exaggeration, and extravagant conceit that
once belonged to comedy. Theseannexationsof trag
edy by comedy have a familiar double movement:
play,fantasy, and free invention enter high art, and at
the same time the predictable order that once made
the stable responsesof comedy and tragedy possible
ends. Without that fixed order—without gods or fates
or moral principles or just an accepted decorum of
style—we may seem to lose the possibilityof a hierar
chy by which art can be measuredand judged.
But from Leonardo on, the tradition of caricature
had alwaysbeen to take the timelessand otherworldly
and make it enter time; and in this way the comic tra
dition had alwayshad implicit within it the beat of the
most basic kind of human order— it had, muffled in
side it, an immutable clock. Not just Leonardo'ssimple
opposition of youth and age, but all the subsequent
strange translations of real people into abstract form
suggesteda discrepancybetween the idealsof invent
ed order and the fact of human fragility. Perhapsturn
ing the caricatural vision away from the ephemeral
absurditiesof social life, and returning it to the deeper
absurdities of identity, desire, and mortality, allowed
modern art to amplify that beat, and find in it a new
kind of elegiac music.

Picassoended his life as a caricaturist. After sixty
years of extravagant rearrangements of faces, at the
very end Picassoreturned to his oldest manner. Instead
of the wild and seemingly unconstrained reinterpretations of the human face that had, with increasing
mannerism, dominated his painting for the previous
quarter century, he began to make images of himself
and his intimates that had a legible, pointed clarity, un
cannily close to his first likenessesof all (fig. 99).65
In his last years, Picassobecame obsessedwith his
own image as an old man. He painted his bald head
and ravagedface, with a weak monkey jaw, and with
age expressedas a rash, a disease,a spreading conta
gion (fig. 101). We have seen this face before; it is the
face out of his early Barcelonasketchbooks, the faces
of the old men whom Picassomocked and into whose
form he liked to change the faces of his dependent
friends (fig. 100). The same sunken chest, the same in
cised lines cutting the face apart from mouth to chin,
the same absurd slump, as though the old man's head
were presented on the platter of his shoulders. Picas
so's last self-portrait is a double image; it is both the
truest of self-portraits, and the final presentation of a
lifelong symbolic image. The old man had been a sche
ma, a token for aging, and then he became Picasso
himself. In his last self-portrait Picassotook the generic
form of a derisivefantasy— invented to show the pow
er of the young artist to impose the processesof age
on his subjects,to make time itself subject to his will—
and discoveredthat in it he had, long ago, been shown
the image of his own last face.

100. Pablo Picasso. Josep Fontdevila (detail). 1906. (See fig. 61)

101. Pablo Picasso. Self-Portrait. 1972. Crayon on paper, 25Vzx 20" (65.7 x 50.5 cm). Collection Fuji Television Gallery, Tokyo

1. Ed Ruscha.OOF.1962. Oil on canvas,71Vi x 67" (181.5 x 170.2 cm).The Museum of Modern Art, New York. Gift of Agnes Gund, the Louis and
BessieAdler Foundation, Inc., Robert and Meryl Meltzer, Jerry I. Speyer, Robert F.and Anna Marie Shapiro, Emily and Jerry Spiegel, an anony
mous donor, and purchase
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the funny pages of the New York
newspapers in the last decade of the
twentieth century and you see a coral reef
of modernity, a slowly accumulated de
posit of the century's styles and preoccu
pations and properties. Here is the artdeco duplex of a blonde flapper and her
wistful husband; the Depression-eraman
sion of a wide-eyed street waif and her
gleaming millionaire sugar daddy; the melodramatic
lighting and hatchet-faced detectives of a forties film
noir; the dusty expanses and two-story houses of a
suburban tract development after World War II, with
pensivechildren worrying on bare curbs. If the comics
page is a mirror of modern life, it is a mirror of a cur
iously retentive kind, in which a reflection lingers in the
glass long after its original has vanished from the
world. Old comic strips, by now often in the hands of
second- and even third-generation makers, have per
sisted long after their parallel forms in the other popu
lar arts have becomesmallminority enthusiasms. It's
as though Mack Sennett
two-reelers and Warner
Brothers crime melodra
mas and Paramount social
comedies were still being
turned out every day on a
discreet back lot in Los
Angeles. The comic strip
has endured by inventing
complete, self-sustaining
secondary worlds, where
evil and suffering are ei
ther banished altogether
or else are represented in
an unambiguously sim
plified and comprehensi
ble form — so stylized and heightened that they tran
scend the moral muddle of caricature to attain the
timeless clarity of myth or folk tale.
That satiric caricature might give birth to its own op
posite, that from the stylizationsof JamesGillraya new
form might emerge— warm where caricature is cold,
and reconciling where caricature is divisive, and clear
where caricature is ambivalent—is an old and surpris
ingly self-consciousdream. It begins not at the time of
the newspaper barons, at the turn of the last century,
but before then, in the Romanticdream of a rejuvenat
ed folk culture. It is a dream that begins in the age of
Goethe, who, as an old man in Weimar, worried about
the disappearanceof a collective popular culture in Eu
rope. To Goethe, it seemedthat the old, unifying cul
ture of folk songsand folk tales had been replacedby a
culture of celebrity and contempt, produced by the
spread of the English tradition of political caricature.
Goethe thought that Napoleon, in particular, had been
reduced by caricature into what we would think of
now as the first truly Warholian celebrity. Political car
tooning had made the Emperor familiar acrossEurope

not as a distant, fixed figure of authority but as a
household demon or household idol—the imp and the
Emperor, Bonaparte and Boney; it had robbed him of
his aura even as he was built up as a popular legend.
What seemed particularly chilling about political cari
cature to Goethe was that it was so casuallycruel, less
apt to crusadefor an ideal than to represent social life
as a hystericalchorus of ambitions, lusts,and schemes.
It wasn't that Goethe thought that caricature was too
radical—the kind he objected to most was in its origins
profoundly reactionary— but that it had no respectfor
anything. Caricature was the enemy of that sense of
community, with people united by a love of something
other than themselves,which the elderly Goethe had
come to feel was the real unifying force of civil society.
Could any new art form, Goethe wondered, emerge in
the cosmopolitan world and become an effective cul
tural glue?
When he saw the picture novels of Rodolphe
Toppfer, Goethe decided that one of the few things
that might work to unify
modern culture was the
comic strip. The picture
novels that Toppfer, a
Swiss educator and art
theorist, drew from 1815
to 1834 (figs. 2, 3) seemed
to have begun an entirely
new popular form by mar
rying the old folk form
of the broadsheet picture
story to the incandescent
style of English caricature.
As Friedrich Vischer, an
other German critic, said
about Toppfer's hybrid
form: "The malice, the
bitterness associated with
caricature is volatized in the light champagne of hu
mor." Goethe thought that Toppfer's invention
might spreadout from the small circle of initiates it had
already charmed and become a new mode of cultural
reconciliation— a popular form that could make a big,
anonymous society feel like a family.
Caricature,aswe have seen,takes place in time and,
in a sense is about time; it offers a relentlessseriesof
mocking comparisons between grotesque, other
worldly form and ephemeral events and faces. The
comic strip has, from its first appearance, been in
many ways outside time. It has at moments fulfilled in
low, commercial form Baudelaire'svision of an inno
cent or absolute comedy, constructing secondary
worlds that return us to common feelings.
The comic strip's connection to a Romantic dream
of a universal language may remind us that the comic
strip is in many ways not a precursorof modern art but
another kind of modern art, and shares many of the
same motives, forms, and dreams. This is true in one
straightforward sense: the comics have been the cho
sen medium of a handful of remarkable artists whose

work, in its aggressive,individual stylization, its eccen
tric graphic simplification— its entrance into worlds of
fantasy that are touched by an undertow of strange
ness, disorder, or unease—seems to belong to the
modern tradition. In the same way that our sense of
the achievement of nineteenth-century art is incom
plete without an appreciation of Honore Daumier and
J. J. Grandville, our sense of the achievement of
twentieth-century art is incomplete without an appre
ciation of the work of Winsor McCay, George Herriman, and Robert Crumb.
But the relationship between the comics and mod
ern art transcendsthe presenceof a few outstanding
figures who bridge both worlds, crucial and irreducible
though that presenceis. For the dream of a universal
language of common form is the optimist's dream in
modern art, checking and complementing the vision
of an art that would testify to modernity's fragmenta
tion, anxiety,and alienation. And just as the pessimist's
vision drew powerfully on the reservoir of caricature,
the optimist's vision has drawn regularly from the
comic strip for jokes, puns, and inspiration.
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In Ed Ruscha'sOOF,for instance,the huge enlarge
ment of a comic-strip exclamation (fig. 1) puns on the
resemblancebetween the hard-edge geometric Mini
malism of Kenneth Noland and Frank Stella— in 1962,
the latest and most trumpeted installment of pure,
high, immediately communicative abstraction—and
the simplified, stereotyped properties of the comics.
The enormous, graphic O's and angles of Ruscha's
OOFare at once an affectionate parody of the avantgarde search for the clean, universalsign (touched in
this caseby a certain cool, West Coast bemusement at
all the self-righteous "struggling" and huffing —the
big, self-conscious"oofs" —that emanated from New
York art as it arrived at this simple place) and a testa
ment to the way that searchcan be secondedand en
livened by the forms of popular culture.
Yet the optimist's dream that art can be compre
hensibleand universalneed not decay into the fatuous
notion that everything imagined in it is for the best.
Creating heightened and dramatically simplified
worlds, the stylizations of the comic strip have pro
vided a model for many kinds of mythmaking in mod
ern art; the low, popular form of the comic strip has
supplied for modern artists not only paradisiacalbut
also infernal imagery,picturesof heavenand hell alike.
The comics have served sometimes as a meta
language of modernism, a fixed point of reference
outside modern painting to which artists could refer in
order to make puns and ironic jokes. But the comics
have also served as a safe house for representational
schemasand symbolic imagery,in which simplified illusionistic constructions and symbolic forms have been
kept alive,to be called on again as needed. If, by offer
ing an unpretentious, ready-madetradition of styliza
tion; caricatureoffered a shortcut into abstraction, the
comic strip eventually offeree! a shortcut back out
again.
The story of caricature and modern art is a story of

ambiguities recognized and embraced. The story of
the comic strip and modern painting, however, is a
story of convergent development rooted in a common
ambition: to make art a serious game. If you stood
back far enough from the history of modern visual ex
pression, it might almost seem as if, sometime in the
Romantic era, two similar dreams of a new, universal
language for art came into existence,and each began
to work out its own possibilities.The low, popular form
of the comicstried to arrive at a unifying common lan
guage by telling stories; the high form of what would
become modern art tried to get there by completely
eliminating storytelling. These two tracks, however—
narrative and antinarrative— turned out to be less like
two streets that lead off from a fork in the road, in
opposed directions,than like two paths that lead into a
maze from opposite sides. For long periods the two
parties of wayfarers on the paths are completely un
aware of each other; then at times they become ob
sessedwith the noisesthey can just make out coming
from the other side of a hedge; and at times they
stumble right over each other. When we look back at
the history of these two journeys now, it may even
seemthat they havefinally ended up, if not together at
last in the center, then at least wandering around in
more or lessthe same corner of the labyrinth.
When did the comics begin? Some scholars,hoping to
attach the "low" twentieth-century commercial tradi
tion to authentic folk traditions of protest and indigna
tion, choose an early date, the Protestant propaganda
panel-narrativeof the 1490s, for example. Others set
tle for Toppfer's comic novelsof the 1820s; still others,
for Wilhelm Busch's Max und Moritz illustrated chil
dren's books of the late 1880s. Most often, historians
of the American comic strip have insistedon a primary
date of 1896, the year of the first appearanceof Rich
ard Outcault's Yellow Kid, when new color-printing
technologies, unprecedentedlyaggressivesubscription
wars between Hearst and Pulitzer, and a new, im
mense (and, it is often said, largely illiterate) urban au
dience all came together to turn a bit of European
whimsy into an American mass phenomenon.
Yet the comics emerged at the beginning of this
century not as the efflorescenceof one coherent pop
ular tradition, but as bits and piecesof a lot of popular
traditions. The art historian David Kunzle has shown
that the comic strip— a burlesquetold in narrative pan
els— so far from having been "invented" at the turn of
the century in the United States, existed as a popular
tradition throughout the nineteenth century in Europe,
although it was not often clearly differentiated from a
general soup of humorous illustration and caricature.
What seems genuinely new in the most interesting
early American comic strips, however, is not only their
extension of this storytelling tradition but also their si
multaneous popularization of a refined form of illustra
tion. The early comics brought together at least three
separately nourished low manners: Toppfer's and
Busch'sliterary experiments,the broadsheet folk tradi-
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2. Rodolphe Topffer. Illustration from Topffer, Voyages et aventures de Docteur Festus(Geneva, 1829)

tion of narrative panels, and a sophisticated tradition
of fantastic illustration— the tradition of "nonsense" in
the Carrollian sense— that had been the companion
and alternative to caricature throughout the nine
teenth century.
From the point of view of style, therefore, and espe
cially from the point of view of modernist style, a gen
esis moment for the transformation of caricature into
comic strip occurred in 1834, when Jean-lgnaceIsidore Gerard, under the pen name J. J. Grandville,
quit hisjob as the lead caricaturistof Philipon's La Cari
cature and began to draw picture stories that seemed
to make no sense at all. Grandville had been the pri
mary caricaturist for La Caricaturethroughout its first
embattled years. He left it abruptly, perhaps because
he was afraid of violence from Philipon's enemies.Yet

5

cy

/8"
5
s

*

4. J. J. Grandville. Oh! Les Vilaines Mouches!! 1831. Lithograph,
10 x 14 (27 x 37 cm). Bibliotheque Nationale, Paris

3. Rodolphe Topffer. Illustration from Voyages et aventures de
Docteur Festus

there must have been deeper currents at work, too;
Grandville's portrait of his own political enemies, the
print called Oh! Les VilainesMouches!! (fig. 4), has an
edge of the maniacal, a desire not to mock or deflect
his own demons but to insist on their hallucinatory
power; it suggestsan interest in pure nightmare form
more fundamental to his character than mere political
prudence alone could have produced.
Whatever his motives, Grandville did not simply
abandon one form; he fled to invent another. In a se
ries of remarkable books begun in the 1830s, Grand
ville emancipated fantasy from folk art, and caricature
from satire, and began to construct parallel universes
out of parts of this one (figs. 5-7). His congressesof
animals are based on an almost improbably rigorous
core of empirical observation— he was, in his own
way, as gifted an observerof animals as Audubon. Yet
instead of merging his animal headswith human faces

CONCERT A LA VAPEUR.

5. J. J. Grandville. "Concert a la vapeur," from Grandville, Un Autre
Monde (Paris, 1844)

6

7

ville begins with pure grotesque, free and unhindered
invention, and then leaves it to us to discover where
and how it fits familiar experience.In Grandville, as lat
er in Lewis Carroll, we missthe meaning entirely if we
try to discover coded satire in individual scenes; the
point instead is that the apparent absurdity of the
scene or image will allow us later to recognize the
equivalent absurdity of common life when we en
counter it. (It works, too. Justas there is hardly any phi
losopher's conceit that cannot be summed up by a
passagefrom Alice's Adventures in Wonderland, there
is— as the editors of The New York Review of Books
have shown for many years— hardly any social issueor
intellectual debate of modern life so absurd that it can
not be evoked by a scenefrom Grandville's fantasies.)
In some demonologies of popular imagery this
makesGrandvilleinto a villain, and the tradition of fan
tastic illustration he began into one merely of escape;
the larger transition from caricature to comic strip is
therefore imagined simply as a transition away from
courageous protest into craven collaboration, "harm
less" whimsy. Yet this dismissiveaccount oversimplifies
a complicated art and a complicated larger historical

6. J. J. Grandville. "Au jardin des plantes," from Un Autre Monde

7. J. J. Grandville. "Les Grands et les petits," from Un Autre Monde

in a caricatural manner, or using them as symbolic im
ages of virtues and vices, in the tradition that extends
from the Greeksto Goya, Grandville displaysthem as
autonomous, invented beings whose satiric commen
tary on our experience is both disturbingly plain and
nightmarishly elliptical. What seemed haunting about
Grandville'swork even to his contemporaries was not
the way it dramatized explicit allegorical ideas, but in
stead the way his fantastic bestiary reenacted the
clamor and fretfulness and hysteria and intellectual
preening of human life in the familiar world. It is satire
that works, so to speak, from the top down. Where a
Daumier caricature meditates on the relationship be
tween temporal folly and timeless grotesque, Grand-

situation. The historical transformation of the tradition
of caricaturalsatire into one of humor rooted in imagi
native fantasy is part of a larger transformation in com
ic style in the 1840s, one that often led to more, not
less, "radical" comedy. The fantasies of Grandville,
far from providing a mere template of meaninglessness,involved an imaginative interrogation of the logic
of representation itself: not a flight into mere fantasy
but an exploration of the dialogue between imagina
tion and observation. Grandville'sart becamea kind of
encyclopediaof alternative style, providing artists from
Odilon Redon on with a repertoire of fantastic form —
a vehicle of revolution which proved at least as potent
for modern art as Daumier's noble humanism.

8. John Tenniel. "The Jabberwock," from Lewis Carroll, Through the Looking Glass(London,
1871)

9. (Above) Edouard Riou. "Skeleton of the Mammoth," from Louis
Figuier, The World Before the Deluge (London, 1865)
10. (Right) George Du Maurier. "A Little Christmas Dream," from
Punch, 26 (December 1868)
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If Grandville's fantasies are one source for the stylizations of the early American comic strip, John Tenniel's illustrations to Alice's Adventures in Wonderland
and Through the Looking Glassare perhapseven more
influential. Where caricature had alwaystaken fantas
tic and unreal parts and molded them into a convinc
ing whole, the new tradition of Tenniel or Grandville
took fanatically literal drawing and used it to illustrate
the extravagantly illogical. The terrifying Jabberwock,
for instance (fig. 8), a variation on a George Du

A LITTLE

CHRISTMAS

DREAM.

Maurier parody of an engraving in a natural-history
book for children (figs. 9, 10), is a trophy of Victorian
order turned into a monster of disorder. Tenniel and
Grandville together invented what is for us the way
dreams look: rigorously logical in all their parts, but
gibbering and disorienting as a whole.

The insertion of this Grandville/Tennieltradition of fan
tastic illustration into the Toppfer and Buschtradition
of satiric comic narrative was the special accomplish
ment and glory of the first genius of the modern comic
strip, Winsor McCay.McCay made his early reputation
as a virtuoso sign and decor painter in Cincinnati (he
made a living for a while by a kind of vaudeville,paint
ing outdoors high above a paying crowd)
While McCay was performing in the Midwest, a
new hybrid form was growing up on the two coastsof
the United States.Popularmyth seesthe comics as the
turn-of-the-century urban invention par excellence—
an expressionof the world created by the great immi
grations that changed American cities, and New York
in particular,before World War I. And this is not entire
ly false, sincethe first high period of the comicswould
center in New York. But the oddities of invention are
irreducible, and the comics in fact began in San Fran
cisco, where William Randolph Hearst, who had
vague, happy, childhood memoriesof Wilhelm Busch's
Max und Moritz picture stories (fig. 11), found in Jim
my Swinnerton an artist who he thought might do
something similar in the Hearst papers. As the new
form prospered, it became a key element in the sub
scription wars between the Pulitzer and Hearst news
papers (which came to be called "yellow journalism"
becauseof the presenceof the amiable Yellow Kid in
Richard Outcault's first comic strip [fig. 12]). Winsor
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Das Pusterohr

Und - witsch - getroffen ist die
Brezen,
Herrn Bartelmann erfaflt Entsetzen.

Pop— from his hand the crust is
flying,
Old Bartelmann of fright's near
dying.

Und - witsch - jetzt trifft die
Kugel gar
Das Aug', das sehr empfindlich
war.

Then at his eye Frank aimed a
dart;
Which made it sorely ache and
smart.
11. Wilhelm
nich, 1871)
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McCay was soon called to New York, to draw cartoons
for the New York Herald.
McCay was a provincial, and the feeling of an out
sider lost in the delirious metropolis is the emotion at
the heart of his sober poetic style. The real city he
found was itself delirious: he went to work every day
in a building on Herald Squaremodeled after the cam
panile in the PiazzaSan Marco, only radicallystretched
and flattened out; when he left to go home every
night, he looked up at the little stone owls which bor
dered that same building's parapet. Their electric lightbulb eyes blinked on and off all night.
His provincial origins affected his style in other and
more surprisingways,too. Hisearly work in the Cincin
nati newspapershad been single panels in the manner
of Grandvilleand Tenniel, but he was rooted as well in
the vaudeville house and world's fair (a world to which
he dreamed of returning even after his fame was
made as a comic-strip artist) and, perhaps most impor
tant, he had early on been exposed to an academic
"high art" curriculum that, absorbed in debased form
out in the provinces,he alone practiced in the metrop
olis with a stubborn, anachronistic faith. Although
McCay's snaking, hypnotic line has often and rightly
been compared to that of international art nouveau,
what separatesMcCay's style from that of all the other
gifted illustrators of his time was its use of art-nouveau
linearism within insistently wooden, rigorous, and, by
1908, totally outdated perspective constructions.
McCay's carefully elaborated architectural scenesare,
in their origins, a bit of Ohio art school showing off
that would have seemed embarrassinglybackward to
anyone at the Yellow Book or Revueblanche. (McCay
had been taught true perspective at art school back

home, an experienceso intense that years later, when
he was the most famous cartoonist in America, he still
incongruously insisted on "the cone, the sphere, the
cylinder and the cube" as the basisof his art.)
It is not much of an exaggeration to say that the
whole aim of the kind of academic art instruction that
shaped McCay's style was to teach you how not to
draw comic strips; the student was taught a set of for
mulae, evolved over centuries, that would make a
single memorable image convey all the narrative infor
mation you needed. Torn between the pleasures of
the new storytelling form and the demand for overall,
unified design, McCay's art brought high-art style
down into the comic strip just as the comic strip was
getting off the ground. The forward, storytelling pro
pulsion of the comics was overthrown by McCay
before those storytelling conventions had quite crystalized. He thought in terms of whole pages and overall
designs, and, in order to achieve that kind of graphic
unity, he had to inject an element of fantasy and disso
ciation that upset the momentum of all those little
panels. Almost from its birth the comic strip started
sending up its own conventions even as they were be
ing set down.
Insteadof the slapstickmovement and slang energy
most often associated with the early comic strip,
McCay's spectacular style barely concealed an atmo
sphere of sexual disturbance. McCay's first, and in
some ways best, strip was the Dream of the Rarebit
Fiend,which ran in the Herald from 1904 to 191 1. The
Dream was a Bintel Brief of twentieth-century hyste
ria— an almanac of dreams sent in by McCay's read
ers. It is almost alwaysstructured by a tension between
intricate patterning and incipient violence: ink blots
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13. Winsor McCay. Dream of the Rarebit Fiend, April 7, 1907. © Ray Moniz
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15. Winsor McCay. Dream of the Rarebit Fiend, August 14, 1908. © Ray Moniz
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16. Winsor McCay. Little Nemo in Slumberland, July 26, 1908. © Ray Moniz

that eat the world, or men who burst into art-nouveau
flames (figs. 13-15). Many of them are also explicitly
and almost frighteningly erotic, for instancethe Dream
(fig. 14) in which a man fantasizesthat small animals
stuff themselvesinto his mouth as he sleeps.
In 1905, McCay began what is still one of the most
completely successfulworks of pure fantasy in twenti
eth-century art— the comic strip Little Nemo in Slum
berland (figs. 16-18). Many of McCay's devices, like

his love of stretching and pulling human form into
elongated taffy (fig. 18), derive from Grandville. But on
the whole, Little Nemo is obviously Carrollian. Its tone
and mood are those of the trial of the Knaveof Hearts
or the banquet at which Alice is made a Queen: those
climactic last chapters during which Alice totters on
the edge of sleep, and the dream begins to collapse in
on itself. (Tenniel's uncharacteristicallyanimated illus
trations for these chapters, drawings themselves in-
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17. Winsor McCay. Original ink drawing for Little Nemo in Slumberland. c. 1908. Collection Mr. and Mrs. S. I. Newhouse, Jr. © Ray Moniz
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spired by Grandvilledesigns,supply an obvious model
for many of McCay's Little Nemo drawings.) Whole
blocks of tenements rise to life; a bed the size of the
Woolworth Building raceson rubber legs acrossa city
at night; newsprint comesto life and yammersaway at
the characters.What is perhapsmost striking about all
of the extraordinary metamorphoses in Little Nemo is
that they seem to just happen; the underlying logic of
an alternative universe,which in the past had always
been necessaryto justify the fantastic and unreal, is
largely left out. The usual slow-footed mechanismsof
children's fantasy—the justifications and rationales—
are eliminated; we are in the middle of the dream be
fore we know we are dreaming.

Little Nemo's dreams, like those of the Rarebit
Fiends,are insistently hostile and disturbing. Yet their
threatening dislocationsare oddly tranquilized both by
the wedding-cake precisionof the architecture and by
the lulling tinted color that the Herald's craftsmen add
ed to McCay's drawings. The coloring in Little Nemo,
for all it is made with the same Benday-dot technique
later associatedwith the lurid polychromes of the su
perhero comic books, regularlyachieveda delicate watercolor effect, like the hand-tinted color of early silent
films. The overwhelming successof Little Nemo sug
gests that the translation of the old languagesof aris
tocratic idyll into popular form—the sudden appear
ance of Beaux-Artsarchitectural phantasmagoriasand
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18. Winsor McCay. Little Nemo in Slumberland, February 2, 1908. © Ray Moniz
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19. Harry Grant Dart. The Explorigator, June 21,1908. © King Fea
tures Syndicate

delicate Watteau-like washes in the Pulitzer press—
was at least as important to their successas the cre
ation of a new visualslang. In McCay's hands the com
ics became, above all, spectacular.
After Little Nemo, McCay's story is tragic. He had
drawn Nemo for only four years before he allowed
himself to be lured away by the Hearst organization,
whose peon he remained for the rest of his life.
Hearst, who would later be capriciously generous in
his stubborn patronage of George Herriman's unpop
ular Krazy Kat, was just as capriciously destructive to
McCay,forcing him to give up comic strips for editorial
cartooning and relentlessly,even sadistically,thwarting
McCay's ambitions both to be an animator and to re
turn to vaudeville.
Comparing McCay to his immediate successors,the
animator Chuck Jones once said that it was "as
though the first creature to emerge from the primeval
slime was Albert Einstein; and the second was an
amoeba." Little Nemo immediately inspired a huge
host of imitations, like Harry Grant Dart's Explorigator
(fig. 19), none nearly so good as McCay's original
but all accepting his premisethat the comic strip was a
theater of dissociatedfantasy—a tradition that, pass
ing on into worlds as different as Herriman's Coconino
County and Alex Raymond's Planet Mongo, nonetheless made the comics, very much against the grain of
the farcical and moralizing tradition of Busch and
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20. Tad. Panelsfrom Silk Hat Harry's Divorce Suit, 1910. © King Features Syndicate

21. Cliff Sterrett. Panelsfrom Polly and Her Pals,November 28, 1926. © King Features Syndicate
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22. Cliff Sterrett. Panelsfrom Polly and Her Pals,June 2, 1927. © King Features Syndicate
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23. James Swinnerton.

Panelsfrom Little Jimmy, December 11, 1904. © King Features Syndicate

Toppfer, a template of dreams for the modern
imagination.
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While McCay was conceivingthe comic strip as a form
of imaginative escape, several comic-strip artists
grouped around the New YorkJournal were inventing
a very different, slapstickcomic-strip style of their own,
a park-bench, hot-dog stand, cop-on-the-beat world
that was the necessarycounterpart to McCay's high
style. The greatest of these artists, George Herriman,
would become such a remarkable figure that it has
been easyin the past to seehim as the exclusiveauthor
of this second comic-strip style. Yet in fact this is not

the case. The comic-strip world around 1913 divides
into McCay and his lesserimitators in fantastic art, and
a second group of almost interchangeablygifted com
ic-strip artists, Herriman among them, practicing a
common style. This group included Bud Fisher (Mutt
and Jeff), the sports cartoonist Thomas A. Dorgan,
(called Tad [fig. 20]), Cliff Sterrett (Polly and Her Pals
[figs. 21, 22]), Rube Goldberg (who began Boob
McNutt in 1918), and Jimmy Swinnerton {Little Jimmy
[fig. 23]).16Together, they invented the style that still
seemsto us generic, just what the comics look like.
What are the elements of that style?There is, first, a
basic rearticulation of the standard anatomical distor-

;!

tion of nineteenth-century caricature drawing. Daumier's people have big heads and little, tapering bo
dies; the people of the early comic strip have little
headsand big feet. The big headsof the caricature tra
dition had a simple purpose; they were the place
where mocking portraiture happened. The bodies of
the second comic-strip style, of Fisher'sMutt or Herriman's Baron Bean, are not the forms of men whose
character is written on their faces; they suggestfigures
in a state of parodically exaggerated adulthood, pos
sessedof a dignified self-importance constantly under
cut by the world's indignities. They are drawn in a thin,
nervous, agitated pen line— a world away from the
greasy, accentuated curves that would later become
the signature style of the comics, under the influence
of Disney— and presented against backgrounds that
suggest a condensed, poetic reduction of the lowermiddle-classapartment, the racetrack, or the vaude
ville stage. It is a style that accepts the conditions of
massreproduction as givensand then really usesthem,
instead of pretending that they don't exist. Where
even Tenniel attempted to give his crosshatchingsthe
appearance of rich, painterly chiaroscuro, the comic
strip treats crosshatching as a symbolic shorthand. A
quick tic-tac-toe scratched on the side of a face sug
gests at once stubble, shadow, and sprezzatura
scribble.

Where did this style begin? The simplest and in
some way the truest answer is; in the ballpark. Or,
more precisely; on the sports page. Almost all the art
ists who belonged to the Journal group, including
Goldberg, had begun as sports cartoonists, and their
world is one immediately recognizable from the writ
ing of Damon Runyon, Ring Lardner,and A. J. Liebling.
The early comic-strip artists were also, like early ball
players,the serfs of their owners. The cartoonist drew
under contract and could not keep the copyright to his
creation. To move from one paper to another was to
give up one's signature strip; although artists could,
and often did, attempt to re-createthe strip in a slight
ly different form or under a slightly different title—
McCaytried this after he moved to Hearstand began a
self-plagiarizing strip called In the Land of Wonderful
Dreams—the old strip would still be continued by an
other artist. (Bud Fisher,who suffered particularly from
his inability to move to a new paper for more money,
helped finish off this reserveclausein an incongruously
epic legal battle over the rights to Mutt and Jeff.V7 De
spite all that, the world they lived in and imagined still
communicatesan almost paradisiacalsenseof nascent
possibility.The Journal cartoonists were conscious of
themselves as an almost-brotherhood of almostartists. Looking at photographs or comic drawings of
the Journal "bullpen" before World War I, one com-
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24. Bud Fisher. Panelsfrom Mutt and Jeff, c. 1914. © H. C. Fisher
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pares this circle immediately to the artists on the
masthead of La Caricature.Where the generation of
Frenchartists almost a century before looked like a de
termined band of freedom fighters, keen-eyed and
filled with rectitude, the comic-strip artists who clus
tered around the Journalseemsuffused with the joy of
city life. So far from suggesting that they saw them
selves enslaved to a low world of illustration, their
memoirs and occasional letters suggest an arcadian
world of new popular leisure—the world of the ball
park, the movies, the musical comedy, the tabloid
press— to which the cartoonist not only had entry, but
in which he was the central, the all-purpose figure: a
free man.

neously,and as a happy personalaccident, the two Eu
ropean traditions that were already, acrossthe ocean,
combining in the new American form of the comic
strip.
In 1906, a representative of the Chicago Tribune
came to Germany searching for cartoonists able to
adapt their style to the demands of the new comic
strips, and discovered Feininger. Agreeing to try to
draw a comic strip in the American style, Feininger in
sisted on remaining in Paris, where he had by then

Bud Fisher,who invented Mutt and Jeff, and who
began, like Herriman and Swinnerton, in San Fran
cisco, is an exemplary figure of this generation. He
came east, drew his comic strip, became enormously
wealthy— a ladies',or anywaychorus girls', man— and
by 1914 was hungry for a larger adventure. He ended
up in Mexico with his friend John Wheeler, fighting
alongside Pancho Villa. (Wheeler was the journalist
who ghostwrote the first classicbaseball book, Pitch
ing in a Pinch, for Christy Mathewson.) The friendship
between Villa and Fisherblossomed,and Fisherintro
duced Mutt and Jeff to Mexico, where they are shown
fighting (poorly) as mercenaries(fig. 24). Fisherfinally
offered Villa a deal: if Villa would eventually hand over
half of Mexico, Bud Fisherwould use Mutt and Jeff to
popularize Villa in America. Villa at least thought it
over. As a grim gesture of good faith, he had a prison
er executed and gave Fisher the prisoner's ivoryhandled pistol. ("R. Mutt," partly after Fisher'scre
ation, was of course the name that Marcel Duchamp
signed on his Fountain in 1917. So a single orbit of the
imagination givesus Duchamp, PanchoVilla, and Mutt
and Jeff, all together—a modern historical romance
waiting to be written.)
The comics on the one hand were practiced as a
simple money-making activity, but on the other they
could be perceived as the vessel of a new freedom,
and this enduring ambiguity is beautifully embodied in
the work and career of a single artist, the GermanAmerican cartoonist and painter Lyonel Feininger.
Born in the United States (his father was a refugee
from the revolution of 1848), Feininger lived in New
York as a child. There, he absorbed a seriesof impres
sions of the burgeoning industrial landscape— images
of bridges and viaducts, of the girders of the Third
Avenue El, "extending as far as the eye could reach,
downtown in a terrific row" —that remained the per
manent skeleton of all his later luminous art. In 1887,
only sixteen, he left for Hamburg, intending to study
music, and later drifted into art school. He assimilated
the stylesof the more decorativeadvanced painting of
the day, Whistler and art nouveau. At the same time,
he quickly becamea successfulpopular artist, working
at once for the German caricaturejournals, as a politi
cal satirist, and for various American magazinesas an
illustrator of children's stories— practicing simulta

25. Lyonel Feininger. The Kin-der-Kids' Narrow Escape from Aun
tie JimJam, September 2, 1906. Newsprint halftone, 23%x17
(59.4 x 45.3 cm). The Museum of Modern Art, New York. Gift of the
artist

gone to live, while mailing in his cartoons to his pub
lishers.Within a few months he had begun to produce
two comic strips for the American papers: The Kin-derKids (fig. 25), a competitive responseto Rudolf Dirk's
immensely successfulKatzenjammer Kids (which had
in turn originally been inspired by Busch's demonic
children), and Wee Willie Winkie, a comic whose inter
est depended on the stately animation of landscape
and the metamorphosesof dead objects—an obvious,
though inspired, response to McCay. Feininger drew
both of these comic strips in a studio on the boulevard
Raspail,all the while simultaneously absorbing, and
sending back in simplified and slightly deflected form,
the burgeoning manners of Cezannist faceting and
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26. Lyonel Feininger. Uprising. 1910.Oil on canvas,41Vsx 37
ern Art, New York. Gift of Julia Feininger

Fauvist simplification— the look of pop culture in
America daily being remade from within the citadel of
the avant-garde in Europe.
Drawing comic strips releasedFeininger'sown high
style. Fie had always dreamed of an art of "pure hu
mor," untraditional nonsenseexpressedin a personal
language. Before he began The Kin-der-Kidsand l/l£e
Willie Winkie, however, his imagination had been
forced to choose between either the standard "point
ed" gag cartoons of the caricaturejournals, or the sen
sitive, vague art of the fin de s/'ec/e.In his comic strips,
with their mix of gothic angularity and American machine-age poetry— half Flanseland Gretel, half Rube
Goldberg— Feiningerfound his own language for the
first time. What Feininger called "crystallization," a
kind of simplified conceptual drawing in which figures
could have the immediate clarity of cheap signboards
or of the figures in shooting galleries, was fully
achieved for the first time in his comics, and quickly
rebounded into his paintings. In a picture like the
Uprising (fig. 26) of 1910, characterswho possessthe
marionette-like articulation and jaunty, heavy-footed
angularity of his comic-strip characters are painted
with a lurid coloristic intensity, and shown as partici
pants in some fantastic Middle-European, festive, an

(104.4 x 95.4 cm). The Museum of Mod

archist apocalypse. Fauvist hedonism meets Futurist
millennialismthrough the mediation of the comic strip.
In this picture, revolution is imagined as a comic sub
ject— as a carnival. Feininger recognized that he had
found this imagery and this joy only through his work
as a popular cartoonist, writing to a friend that "I was
invariably berated and threatened with lossof position
for the very traits which make me an artist of original
power."
Similarly, we know that Picassoadored the early
comics— especiallyThe Katzenjammer Kids and Swinnerton's Little Jimmy—and though there may be some
relation between the simplified outline drawing of
Synthetic Cubism and the style of the early comics, we
need not insist on a formal affinity in order to detect
the affinity of spirit. The comic strip, like silent comedy,
was seen as something not just unthreatening to van
guard values but as a pleasing and unpretentious em
bodiment of those values, sharing the spirit of
blague— of mischief and metaphysics combined—
that was the guiding principle of the Cubist revolution.
When art in the later teens and twenties began to
include imagestaken from the comics, it was informed
by this senseof the comic strip as the popular embodi
ment of avant-gardevalues.When Stuart Davis,for in-
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27. Stuart Davis. Lucky Strike. 1924. Oil on paperboard, 18x24" (45.6 x 60.9 cm). Hirshhorn Museum and Sculpture Garden, Smithsonian
Institution, Washington, D.C.Museum purchase

stance, included one of Tad's comic strips in his Lucky
Strike (fig. 27), for instance, he did it in the same spirit
in which Legerdrew images of CharlesChaplin— as a
devotional icon of the democratic spectacle.The com
ics played the same role for Davisthat cabaret culture
had played for Braque and Picasso:at once a bit of
fresh popular lingo and also a reservoir of stylization.
With their hard, declarativedrawing and direct, slangy
address, the comics fulfilled Davis's dream of an art
made exclusively from a counterpoint of urban
dialects.
This strain in Davis'spainting was given systematic
expressionin one of the most original critical essaysof
the twenties, Gilbert Seldes'sSevenLivelyArts. II faut
d etre de son temps, and the time for Seldeswas one
not of a cult of images that had to be collected in se
cret and displayed in private, but of joyful common
spectacle,to which the highbrow critic could nod his
own slightly bemused assent. And of all the popular
artists of his time, two stood out for Seldesabove all
the others as heroes,and even saintsof a sort: Chaplin
and George Herriman.
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Alone among comic-strip artists, George Herriman has
never lacked for admirers. From the first appearance
of his comic strip Krazy Kat before World War I, it was
widely recognized that Herriman had achieved some
thing at once entrancing and uncannily modernist,
with a deep affinity to the spirit and form of vanguard
art. Herriman has been for so long the single okay
figure among comic-strip artists—the figure, like Cha

plin or Duke Ellington in their realms,whose apparent
atypicality made him acceptable—that comic-strip his
torians today are occasionallyinclined to debunk him.
It's certainly true that Herriman's exceptional gifts
would not have been apparent to anyone who was
looking at the comics in 1910, before KrazyKat: Fisher
is funnier, Goldberg stranger, Tad a more vigorous
draftsman. Herriman is rooted in the common style of
his generation— but once Herriman had shifted his
charactersoutdoors, and fused the quick slapstickstyle
of his friends with the kind of large-scalefantasy in
spired by McCay, something amazing happened: in
his own small realm, Herriman played a crucial part in
this century's emancipation of the tradition of the sub
lime landscapefrom the decorum of high seriousness.
Born in New Orleans in 1880, Herriman began
drawing comics in San Francisco,where he first made
roustabout picaresque comics in the manner of Bud
Fisher,and soon thereafter began a much more origi
nal bestiary strip, GooseberrySprig, in which some of
the characters and themes of Krazy Kat were intro
duced. Herriman arrived in New York from the West
Coast in 1907, and his first comic strip for the Journal
was TheFamily Upstairs,the tale of the monomaniacal
attempts of a New York family, the Dingbats, to some
how obtain a glimpse of the bohemian family that lives
one flight above them. Perhapsthe most beautiful and
original thing about TheFamily Upstairs(fig. 28) is Her
riman's drawing of the Dingbats' apartment, a spare
world of white walls, geometric moldings, bare hang
ing bulbs, and gridded windows—the desert of the
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28. George Herriman. Panelsfrom The Family Upstairs, November 22, 1910

lower-middle-class apartment, whose emptiness be
comes a screen for paranoia. Soon Herriman added
another secondary comic strip to the main story (a
common device at the time; most of Rube Goldberg's
most famous works, the mechanical contraptions,
were introduced as sidebarsto less memorable "con
tinuity" strips—that is, strips which told a story that
unfolded over weeks or even months). One of these
sidebarsto the Dingbat family involved the adventures
of a neurotically inverted cat and mouse: the mouse
chasedthe cat. Before long they had become more in
teresting than their human neighbors, and Herriman
decided to make a strip for them alone.
Sometime around 1910, Herriman had visited
Monument Valley,in Arizona, with its sublime western
landscapeof jagged rock and limitless horizons. In its
combination of geometry and whimsy, it seemed
made for the artist's newly evolved style— God's an
swer to the Dingbats' apartment. The reductive urban
slang of right angles and emptied-out shallow space
could be perfectly adapted to this otherworldly terrain,
where nature appeared to have been shaped by the
acts of an immense,eccentricsculptor. Herriman loved
the long expanseof mesa,the lunar crags and neolith
ic needles,as well as the art of the Zuni and Hopi who
lived in the valley, and whose geometrized textiles

seemed to him already a stylization of the landscape.
Herriman moved the cat and mouse out of the Ding
bats' apartment into the enchanted mesa of Monu
ment Valley and began the strip we know now as
Krazy Kat (figs. 29-36). (It was never really popular.
Fora long time, in fact, its Sunday page appeared only
in one American paper—the remote SeattleSun Times
—and then only at the insistenceof Hearst himself, to
whose gloomy and elephantine imagination it had a
peculiar appeal.)
The tension between city and country, between ur
ban rhythm and the Arcadian subject, is central to
KrazyKat. Herriman's landscapes(figs. 29, 30, 32-34,
36), with their constant ambiguity about what in the
scene is natural and what manmade, seem to mediate
between RockefellerCenter and Arizona. In the same
way, the pidgin that all of The animals speak is an ur
ban melting-pot pidgin. The dialect is not really a dia
lect joke; like Chico Marx's "Italian," it floats free from
any ethnic origin.
The essential,endlesslyrepeated and just as endless
ly varied story of Krazy Kat involvesa three-way dance
between Krazy, Ignatz, and the dog called Offissa
Pupp. It is a little bit like what would have happened
had there never been a Fall,and Adam and Eve(poeti
cally representedin their presexualstate as the sexually
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29. George Herriman. Panel from Krazy Kat, August 19, 1917.
© King Features Syndicate
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30. George Herriman. Panel from Krazy Kat August 14, 1918.
© King Features Syndicate
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33. George Herriman. Panelsfrom Krazy Mat January 20, 1918. © King Features Syndicate

double Krazy),the serpent (Ignatz), and the Archangel
Michael (OffissaPupp) had been left alone in Paradise.
Ignatz, who came out of Herriman's pen as a malig
nant little tangle of barbed wire, with the gaunt form
and gimlet eyesof a sewer rat, isn't "mischievous" like
his cousin, Mickey. Ignatz is wicked. He embodies ev
ery cruel and destructive human impulse, and his ob
sessiveand unmotivated anger finds its outlet in his
desire to throw bricks at the dreaming and innocent
Krazy— who chooses to see Ignatz's relentless nastinessas an expressionof love. Herriman's recurrent im
age of the instant after Krazy has been hit by Ignatz's
brick (fig. 34) has the symmetry of a photograph of a
subatomic collision: at the same moment as the brick
bounces harmlesslyoff Krazy's head at one angle, a
little heart, symbolizing Krazy's love for Ignatz, shoots
off at a right angle—a complementary particle pro
duced by the balanced moral physics of Herriman's
world.

23
24

If Ignatz's brick representsevil, in its original state, as
pure energy, then Offissa Pupp representsLaw as pure
form. Offissa Pupp, who ends almost every strip by
throwing Ignatz into a little one-mouse jail, really has
no need to enforce the law: Krazy likes being hit by
bricks and Ignatz likes throwing them. Offissa Pupp's
25
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34. George Herriman. Panel from Krazy Kat. October 6, 1940.
© King Features Syndicate

obligation is to the abstract concept of justice as a
pleasingformal arrangement: he puts Ignatz in jail for
aesthetic reasons. (Offissa Pupp loves Krazy himself,
but his allegianceto the web of order in his world pre
vents him from ever declaring his feelings.)
Krazy Kat is an imaginary vision of a perfectly happy
and harmonious place. As much as any artifact of the
twentieth century, it seemsto have achievedthe status
of the joyful unifying popular comedy that criticism
struggles to name—the form that Baudelaire,looking
at E. T. A. Hoffmann, called "absolute" comedy; that
Auden, looking at P. G. Wodehouse, called "Edenic
comedy"; and that the Russianliterary historian Mik
hail Bakhtin, looking at Rabelais,called "carnival com
edy."
It is arcadia without nostalgia; the visual
language in Herriman looks "modern" in a way that,
say,McCay's and Fisher'sinvented worlds do not. Yet
mutual incomprehension between high and low still
afflicts discussionof Herriman's place as a modern art
ist. Just as the high tradition either excludesHerriman,
or sees him as a peculiar special case,the admirers of
the low tradition treat the provisional categoriesof art
history as though they were timelessdescriptiveterms.
So, for instance, a recent admirer of Herriman's could
say, loftily, that though Herriman uses "Surrealist de
vices," he is not a Surrealist, when the point of
course is that Herriman's style was fully evolved before
Surrealismexisted, and that it is closer to the truth to
say Surrealismemployed some of Herriman's devices.
The problematic affinity can't be wished away by tak
ing it out of history.
When we talk about surreal elements in Krazy Kat,
we don't mean that the landscape looks strange or
that the action is incongruous; it is something much
more specific than that. Herriman respondsto the same
mixture of places, myths, and ambitions that would
move Surrealismproperly so called a decade after Her
riman began his art: the samefascination with aborigi
nal art, the same love of anthropomorphic bestiaries,
the same love for desert landscape.If we search for a
real visual parallel that unites Krazy Kat and European

George Herriman
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Herriman.

Original ink drawing for Krazy Kat. n.d. Collection Mr. and Mrs. S. I. Newhouse, Jr.

Surrealism,however, it can be found in some of Miro's
paintings of the mid-1920s. In Miro's Dog Barking at
the Moon (fig. 37), or his Harlequin's Carnival,or Land
scape with Rooster{fig. 38), or Dialogue of Insects(fig.
43), there is a positive affinity with Herriman's comic
strip, rooted in a shared and previously unknown sys
tem of form: an imaginary anthropomorphic bestiary,
drawn with dancing grace and wiry life, poeticallyjux
taposed against an infinite and numinous landscape.
Like Herriman, Miro places his animal characters
against a limitlessspace. It is not the uneasyvoid of de
Chirico or Tanguy, or the barren plain of Dali, but an
expanse that suggests tranquil, oceanic stillness. Like
Herriman's strips, Miro's paintings of the mid-twenties
are shaped by the play between terse indoor and ex
pansive outdoor form. The Harlequin's Carnival takes

place in a stripped-down indoor space (the insects,
Miro said, should seem to have crawled out of the
cracks in the plaster) that is the analogue and start
ing point for the endlessimaginary dream spaceof the
Dog Barking at the Moon. The squiggled needle and
monoliths glimpsed in Miro's paintings could have
come right out of a Krazy Sunday page (fig. 36), while
Miro's soaring ladders have their counterpart in Herri
man's great stone fingers. Both devicessuggest an en
chanted universewhere heaven and earth still adjoin,
like tenement apartments connected by a fire escape.
EvenMiro's most succinctstatement of his artistic ends
and means could easilyhave come from Herriman: "In
my pictures, there are tiny forms in vast empty spaces.
Empty space,empty horizons,empty plains,everything
that is stripped has always impressedme."
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36. George Herriman. Krazy Kaf, April 11, 1943. © King Features Syndicate
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37. Joan Miro. Dog Barking at the Moon. 1926. Oil on canvas, 28

(73.4x92.7 cm). Philadelphia Museum of Art. A. E. Gallatin

Collection

What has the Kat staring at the stars to do with the
dog barking at the moon? One answer is nothing.
Such affinities, we are told, wrench imagery out of its
social context and create false resemblances based
only on superficial matches between essentiallydiffer
ent art-making activities. Yet a look-alike this complex
and singular is as meaningful for the history of visual
expressionas a similarlyfar-reaching analogy of form is
to natural history. An assemblageof styles and imag
ery that had never been seen before suddenly appears
in two different placesat the same moment in the his
tory of Western art; whether we believethat art is only
an epiphenomenon of a material foundation, or that it
is a transcendent product of uniquely gifted individ
uals, this homology needs to be explained. If we insist
on seeing art only as a thing evolved in an environ
ment, we would still have to cut off the boundaries of
that environment in an arbitrary and irrational way in
order to avoid looking at this resemblance,and think
ing about what it saysabout the visual culture of the

twentieth century. But how to look at it?
The problem moves toward a simple, positive reso
lution if we begin to look in detail at the source of this
affinity. Not only is the resemblancehighly specific and
local— not Surrealismbut Miro— it can also be traced
to a single moment, and even a single sketchbook,
from the winter of 1923-24. Here we see the origins
of the language of the Dog and the Rooster. These
drawings are full of referencesto popular form: draw
ings divided into panels, figures whose exclamations
float above them, all assembled from a melange of
Cubist puns, Catalan ornament, and popular imagery
(figs. 39-42, 45). In a study for what would eventually
become the painting called The Somersault (figs. 44,
45), the little kinetic stick figures declare "Ah!!" and
"Oooh!," while a newspaper headedjour materializes
beside them; Cubist and comic-strip conventions are
set free from their original moorings into an expanseof
fantasy. The emblematic Cubist jou is treated through
out this sketchbook by Miro as a pure universalexcla-
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38. Joan Miro. Landscape with Rooster. 1927. Oil on canvas, 51Vsx 76

28

mation, not something broken off from a headline but
something floating free as an integral universalmotto.
Using this new style which mixed popular, van
guard, and folk form, Miro eventually drew a first
study for a painting of a dog barking at the moon (fig.

/s
7

(129.6x195 cm). Collection Stephen Hahn, New York

39). In the original drawing, both dog and moon have
dialogue balloons rising from their mouths. "Boub,
boub," barks the dog. "Je m'en fous tu sais," the
moon replies("I don't give a damn, you know"). Miro
said that he was "making a sort of comic strip."

^73

R>

Du tv

176

39. Joan Miro. Study for Dog Barking at the Moon. 1926.Graphite pencil on paper, 5
Gift of the artist, 1976
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40. (Above left) Joan Miro. Studies for Terrallaurada and Pastoral,
with other studies. 1923-24. Graphite pencil on paper, 6Vi x 7W
(16.5x19.1 cm). Fundacio Joan Miro, Barcelona. Gift of the artist,
1976
41. (Above) Joan Miro. Study for a composition. 1924. Graphite
pencil on paper, 6V2x 7Vi"(16.5 x 19.1 cm). Fundacio Joan Miro, Bar
celona. Gift of the artist, 1976
42. (Left) Joan Miro. Study for Dialogue of Insects.1924-25. Graph
ite pencil on paper, 6 x 7Vi" (16.5 x 19.1 cm). Fundacio Joan Miro,
Barcelona. Gift of the artist, 1976

The discovery of a positive, inarguable relationship
between Dog and Kat opens as much as it resolves.
When Miro said that he was "making a sort of comic
strip," could he have meant that he wanted it to look
like a Herriman? For there are no other comic strips of
the time, in Europe or America, in which this assem-
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43. Joan Miro. Dialogue of Insects. 1924—25.Oil on canvas, 25

(65x92 cm). Collection Berggruen, Geneva
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44. Joan Miro. The Somersault. 1924. Oil, pencil, charcoal, and tempera on canvas, 36 x 28V2"(91.5 x 72.3 cm).
Yale University Art Gallery, New Haven, Connecticut. Gift of Collection Societe Anonyme
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45. Joan Miro. Study for The Somersault. 1924. Graphite pencil on
paper, 7Vix6V5" (19.1 x16.5 cm). Fundacio Joan Miro, Barcelona.
Gift of the artist, 1976

blage of stylesoccurs. But even if we didn't have posi
tive evidence about the relationship between these
two styles,what would remain striking is the way that
Herriman and Miro turn to similar sources to make
something new.
It's not just that a comic strip can be like a Miro, it's
that a Miro is, as he declared, a little like a comic strip.
Both Miro and Herrimanwere in revolt against the idea
of the sublime landscapeas an icon of solemnity; both
sought to make instead a landscapethat was musical
and free. Both Herriman and Miro wanted to draw
sublime landscapesthat would be an uncanny delight
to look at, and this unpretentious ambition was more
revolutionary than it may sound. In literature, of
course, as Baudelaire had recognized, the comic and
pastoral traditions, the traditions of farce and of the
landscapeof pleasure,had often been spliced togeth
er, from the Forest of Arden to Dingley Dell. But the
comic tradition in Western art before 1900 is almost
exclusivelysatiric, the tradition of caricature—of "sig
nificant" comedy. The pastoral, on the other hand—
the landscapeof pleasure we find from Giorgione to

30

Seurat— is essentiallyserious.
One explanation of this oddity was offered by Johan
Huizinga in his profound essayHomo Ludens29 Huizinga was the first to notice the absenceof a tradition
of festive or Edenic or pastoral comedy in the plastic
arts, and believed that this had happened because
they had been denied, in their cultural infancy, the gift
of high-spirited improvisation basic to music, drama,
dance, and poetry. He wrote: "The very fact of their
being bound to matter and to the limitations of form
inherent in it is enough to forbid [the visual arts] abso
lutely free play and deny them that flight into the ethe
real spaces open to music and poetry.. . . However
much the plasticartist may be possessedby his creative
impulse he has to work like a craftsman, serious and
intent . . . where there is no visible action, there can be
no play."
The dream of play is one that is deeply embodied in
all of this century's art, and we are, of course, famil
iar with the various attempts to gain the possibility
of free play for painting and drawing. One way, of
course, is to cut the knot and make "visible action" the
whole subject of the painting. Yet another way to fly
into "ethereal spaces" involves not the splatter and
splashof paint, but the creation of interrupted stories,
through narratives that bear no moral or allegorical
freight beyond their own implied joy in action.
The elements that Miro assembledfrom the periph
eral traditions at hand to fulfill this ambition were in
many ways the same as those that had been cobbled

together to make Krazy Kat. For Miro and Herriman
alike, originality lay in taking already existing idioms,
popular and peripheral— the anthropomorphic besti
ary of Grandville, the zigzag rhythm of folk art— and
putting them together in a new way. The two lines of
descent in the history of fantastic illustration, flowing
from Grandville on the one hand and Redon on the
other, at this moment move together again. Miro and
Herriman are not twin expressionsof the Zeitgeist but
common inventors, drawing on and transforming
common sources.Splicingtogether odd and previously
unattached traditions, Miro was primed to recognize
in a new popular contraption an assemblageof styles
similar to his own; what he was doing already looked
sort of like a comic strip. In this sense,Herriman isn't a
wistful imitator of Miro, or an accidental look-alike.
Nor is Miro a mere appropriator of Herriman's low art.
Their relation isn't like that of the dog to the moon,
aspiring to a distant place, but like that among the in
sects in the dialogue, reveling amiably in a common
condition.
If the comic strip in the twenties could be a partner in
absurdist comedy and poetic nocturne, from Seldes's
and Davis's streetwise art to Miro's and Herriman's
dream worlds, in another set of circumstances the
heightened symbolic language of the low form could
produce infernal imagery, too. The language of the
early comic strip assisted Picassoin making the two
most important imagesof suffering of pre-World War

46. Pablo Picasso. Dream and Lie of Franco. 1937. Etching and aquatint, 12Vi x 16W (31.7 x 42.3 cm). The Museum of Modern Art, New York.
PurchaseFund
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the Dream and Lie has a source in Catalan folk narra
tives. Yet the Dream and Lie seemshaunted, too, even
more than Miro's comic imagery, by the tradition of
the strange, indigenous Catalan comics. With the
spread of the comics before World War I, Catalan art
ists had begun to draw their own responsesto the
strips emerging from America, ranging from crude imi
tations of Little Nemo (fig. 49) to much more peculiar
local inventions, where the comic-strip style was pur
sued with a deliberate primitivism more aggressive
than found anywhere else in Europe— a world away
from the vaudevillejauntiness of their American mod-
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47. Pablo Picasso.Horse's Head (study for Guernica). 1937. Graph
ite and gouache on paper, 11V4x 9Vs"(29 x 23.1 cm). Casondel Buen
Retira, Museo del Prado, Madrid
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48. Rene Dubosc. "Le Petit Chaperon rouge," in L'Humanite, January 9, 1937

49. Jose Robledano. "El suero maravilloso," in Infancia. April 2,
1911

II art: Guernicaand Dream and Lie of Franco.
Miro made his comic-strip images in an atmosphere
of paradisiacal possibility; when Picasso, his fellow
Catalan, who shared his love for the comics, turned to
the comicsten yearslater, it was in a world gone mad.
The genesis of Guernica, as the art historian Phyllis
Tuchman has shown, involved Picasso'sassimilation
and transformation of imagery and style taken from
anti-fascist cartooning in the popular Parisian press
(figs. 47, 48). (Theanalogy often drawn between the
Picassoof Guernicaand Goya runs deep, for Goya too
had used the popular imagery of atrocity, and of crude
caricature during the Napoleonic period, as the arma
ture for his Disastersof War.)
The panel story of the Dream and Lie of Franco is a
kind of comic strip, too (fig. 46); the parody adven
tures of an anti-superhero, the grotesque polyp Fran
co. In its squared-off panels and symmetrical layout,

els. The scrawled, child-like figures and empty, cur
sive outlines of these images seem to have affected
Picassomore deeply than the suave crosshatchingsof
the American comics.
But an even more telling source for Dream and Lie
of Franco can be found in the wealth of propaganda
comic strips that are one of the most peculiar artifacts
of the Spanish Civil War (figs. 50-52). Produced by
both sides in the conflict, they are shaped by a coali
tion between knockabout parodic comedy and tragic
subject. If their taste for popular sourcesis similar, the
difference between what the two greatest Spanish
masters of the last two centuries made of popular
"cartoon" imagery is in its way exemplaryof the differ
ence between what caricature offered to the nine
teenth century and what the comic strip has offered to
the twentieth. Goya loved political caricature because
in it he found a fully developed language of anticlassi-

cal form— a way of imagining horror that passed be
yond the rhetorical cliches of the classicalbattle, and
pointed at a new kind of truth. Popular imagery of
fered him the mold for an almost unbelievably horrific
truth. If Goya found in caricature a way of making the
horrors of war look more immediate, Picassofound in
the stylizations of the comic strips a myth-like shapeli
nessthat was still outside the domain of "art." Goya
found in the cartoon a way past the received rhetoric
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50. Altimara. Auca del moro feixista. 1937

of war; Picassofound in the comic strip a way of styliz
ing horror without aestheticizing it.
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51. Juez. Auca del Treball a Catalunya. 1937
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By the middle of the 1930s, much of the energy in the
comics had passedfrom the comic strip to its stepchild,
the comic book. Although publishershad often pre
viously assembledpopular strips into independent col
lections, the comic book as an independent form is
generallythought to begin with what remains its most
famous example: Siegeland Shuster'sSuperman (fig.
53). At once too crude and too urgent for the urbane
newspaper pages,Supermanestablisheda new genre,
the superhero, and pointed the way toward the eman
cipation of comic-strip style from humor, or to put it
another way, its degradation into illustration. This
was a process already under way in the comic-strip
pages, with the work of "adventure" strip artists like
Alex Raymond (Flash Gordon) and Hal Foster, who
drew Tarzan.But in these instances,the relationship of
the adventure and "serious" comic strips to traditions
of magazine illustration was much more straightfor
ward. Hal Fosteris essentiallya descendantof Howard
Ftyle.The low-rent, underbelly quality of early comic
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52. Artist unknown. Historia del movimiento nacional, May 2,
1937
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53. Joe Shuster. Panel from "Superman," in Action Comics,1 (June 1938). © D.C.Comics

books from the thirties makesthem much more pecu
liar and much rawer.
Comic strips, like the movies, were a public and
ceremonial form. They were part of the larger experi
ence of the newspaper, integrated into a ribbon of
wars and sports and society.They had a place in a hier
archy. A comic book, on the other hand, was some
thing you had to walk into a store and buy; it was in
its very nature outside parental control— and it had
overtones, always, of the secretive, the menacing,
and the faintly masturbatory. That familiar scene of
late twentieth-century life—the twelve-year-old raptly absorbed in some pop-culture narcotic— first
appeared with the comic book. The comic book pre
supposed, as a condition for its existence, the frag
mentation of the genuinely massor folk audience that
had embraced the comic strip.
As the comics were transformed from an after-din
ner to an after-school medium, their makers came to
have a very different place on the totem pole of popu
lar entertainment. The difference in social status and
apparent self-esteembetween the generation of Fisher
and Flerrimanand the generation of Siegeland Shus
ter is like the difference between the experience of
Chaplin or Keaton and that of Abbott and Costello.
Fisher and Tad and Flerriman and Goldberg were
gents, popular figures, men about town who had a lot
of money and a surprisingsocialcachet. But Siegeland
Shuster, even after their success, remained Depres
sion-era drudges, working for ten dollars a strip, their
copyright long since sold away. The comic strips had
been the court jestersin the empiresof Flearstand Pul
itzer; the comic book was the pornography of the prepubescent.The comic book was typically put out by a
marginal publisher, and never entirely escaped a de
pressingair of the illicit, of life lived at the baseboards
of culture. Within the seeminglyunvariegatedworld of
cartooning, a hierarchy almost as strict as that of the
museum set in; the comic strip passeddown stylized
form, and the comic book vulgarized it in a way that
had a compelling rawness.
The first Batman strips of Robert Kane, for instance,
obviously derive from the wonderfully mannered
black-and-white stenography of Chester Gould's Dick
Tracy(figs. 54, 55). But where Dick Tracywas always
drawn with a residueof irony, Batman had the sincere

self-absorption of adolescent fantasy. The comic-strip
artists on the whole had contempt for the comic-book
artists; and the comic-book artists themselveswished
they were doing something else. The comic strip, as
Seldes had recognized, was a genuinely innovative
form; the comic book was increasingly a pendant,
even a parasitical, form, feeding, above all, on the
movies, the undisputed dominant form of American
popular entertainment. Once, the traffic between the
comics and the movies had run both ways, so that the
first steps in the art of animation were made by Winsor
McCay, and the narrative structure of the early tworeeler absorbed something from Mutt and Jeff and
Krazy Kat. By the 1930s, the traffic ran largely in one
direction, from the movies down into the comic book.
Disney'striumphs as an animator had, on the whole, a
disastrouseffect on the popular cartoon, making the
impersonal Disneyhouse-style— bright colors, infantile
features, thick, accentuated curves— the dominant
style of cartoons, comic strips, and comic books alike
(fig. 56).
If this dependency reduced comic books to a minorleague mass entertainment, the comic books at this
moment also began to include a surreptitious element
of the grotesque, a crude, exhaustedsimplicity of style,
that began to have a power of its own. A kind of dou
ble helix of development takes place in the comic book
for the next twenty years, and each strand played a
role in modern painting. The comic book evolved a
narrowly stereotyped vocabulary to represent height
ened states of heroism and romantic ardor, and at the
sametime it began to take up taboo areasof lurid hor
ror and crude humor. Both these models— popular
drama stylizedto an almost Kabuki-like extreme on the
one hand, and cartoon style turning in on itself in an
extreme of mordant, self-annihilating grotesquerie on
the other—would have profound effects on what
happened in modern painting. The same Edenic and
infernal possibilitiesthat Miro and Picassodrew from
popular imagery would continue, but with the differ
ence that one could no longer take up comic style
without a guilty or defensive knowledge of its degen
eration into kitsch.
By the 1940s the comics had begun to be seen not
as the vital bearer of democratic promise but as a virus
of leveling decay.Clement Greenberg's "Avant-Garde
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and Kitsch" includes the comics, without comment
or argument, as one of the obvious sourcesof masscult banality. In some cases,this new rejection of the
comics involved simple amnesia about the past enthu
siasm; in other cases,it involved a larger self-conscious
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sense of decline. The twenties, the heroic age of the
comics, came to seem to some American intellectuals
of the forties—to JamesAgee, Manny Farber,and Otis
Ferguson, for instance—the last golden period of
what was then called "folk art," that is, unpolluted
pop culture. Greenberg'sattack on kitsch was the bat
tle hymn of abstraction. His reduction of the complex
dialogue between modern art and popular stylesinto a
story of simple threatening contamination, though un
dertaken largely in ignorance of the way that modern
ist history had really happened, was designed to
establishthe principle that real art had to have no im
agery at all.
When the comic book began to return to modern
art, at the end of the 1940s, its meanings had altered.
The intense personal stylesof the generation of Herriman and Tad had either been remade into a melodra
matic, cinematic style, most notably by Milton Caniff in
Terryand the Pirates(fig. 57), or else been dissipated
into a common schlock style. Comic-book imagery
was valuable to art now not as a passport into another
world but as a lingua franca of cliches,one-dimension
al types: the Superhero, the Lovelorn Girl, the Teen
ager. The comics becameto postwar imagerywhat the
headline had been to Cubist collage— a neutral,
found, public code that could be kidnapped and
"turned."
Perhapsnot surprisingly,it was the greatest connois
seur of detritus that the century had produced, Kurt
Schwitters, who was the very first to recognize this
new possibility.Schwitters saw that if the comics had
become a form of kitsch, they had also become a form
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57. Milton Caniff. Panelsfrom Terry and the Pirates, 1940. © Tribune Company Syndicate
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58. Kurt Schwitters. Untitled (For Kate). 1947. Collage, 4Vsx 5
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of Merz— one more element in the common language
of modern life that could be woven into the artist's en
veloping nest. In a 1947 collage (fig. 58), Schwitters
uncannily anticipates the comic-book art of the next
decade. The prewar collages of Schwitters had con
veyed the darkling melancholy of decaying Middle Eu
rope, structured by an uneasy truce between the last
remnants of the confident nineteenth century and the
austere Utopian geometry of modern style. In a single
collage one has a sense both of the little cafe and the
alarming newspaper read inside it, the hard edges of
modern eventsand the soft, surrounding upholstery of
European culture. But in 1947, the elements of Merz
are no longer little snippetsfrom an economy of scarci
ty, nuggets of information and records of commerce
tidily saved like cigarette butts; they are now big
chunks of bright fatuous color, a souvenir from the
land of the lotus-eaters.
Forthe rest of the century the comicsas a subject for
art would remain inseparable from the matter of
America. Seen from a distance especially,the comics,
good, bad, and indifferent, were an emblem of the tri
umph of American popular culture, a flood of songs
and rhythms and bright imagesthat was to the Ameri
can empire what hot water had been to the Roman. By
the middle of the 1950s, this triumphant (or devour
ing) pop culture had become, by attraction and repul
sion, one of the central events and issuesof European
culture. For Miro and Picasso,the comic strip had still
some of the universality that Goethe had hoped to
invest it with; after the war, the comics just said
America.
It was not that there were no comic strips produced
in Europe. On the contrary, the postwar years in Eu
rope saw a renaissancein the comic strip, and the in
vention of a new form that came close to Toppfer's
original invention: the bande dessinee,or hardbound
picture novel. The best of these, particularly Herge's
Tin-Tin and Goscinny and Uderzo's peerless Asterix
stories, were as charming and pleasing works as the
form would ever produce. (Asterix, in particular, with
its mock-epic vision of French life, imagining the ori
gins of the culture in order to deflate its enduring pre
tensions, probably came as close to fulfilling Goethe's
dream of a made folk culture as any comic strip could.)
But these works were really a form of children's litera
ture and rarely broke out into the debates and strate
gies of serious art.
Among European artists after the war, a quotation
from the comics became either a guerilla protest
against the American empire, or elsethe expressionof
a wistful longing for a life lived in the Circus Maximus.
The Situationists in France, casting themselvesas As
terix to the Americans' idiot Romans,thought that the
comics could provoke only a subversivejeer. For the
Englishartist RichardFlamilton, on the other hand, the
comic book was tantalizing not for the style it offered
but for the abundance it symbolized. The romance
comic that appears on the wall in Hamilton's collage
Just What Is It That Makes Today'sHomesSo Different,

59. Richard Hamilton. Just What Is It That Makes Today's Homes
So Different, So Appealing? 1956. Collage on paper, 9
lOW
(25 x 26 cm). Kunsthalle Tubingen. Collection Professor Dr. George
Zundel

So Appealing? (fig. 59) is an exotic orchid from a real
paradiseof innocent plenty, potently artificial.
Yet in America itself, comic-strip style in art had
become profoundly ambivalent. By the mid-fifties,
the cultural meaning of the comics in America had
changed, radically. From London or Paris,the comics
looked like the insignia of a confident, voraciously lev
eling society; closer to home, they looked riven and
troubled. Even in the newspaper strips, a decline had
set in, exemplified by the forced disappearanceof the
humorous "continuity" strip, which had been replaced
either by "serious" detective stories modeled on televi
sion serialsor else by what comic-book artists still call,
a little contemptuously, "gag-a-day" strips, like Mort
Walker's Beetle Bailey and Hi and Lois. What good
new work could be done was essentially satiric, ex
panded editorial cartooning: the line that passesfrom
Peanutsand Pogo through to Doonesbury and Bloom
County, and may havefound its apex in Al Capp's midto-late forties Li'lAbner. But the renaissanceof satire in
the comic strip in the fifties got its energy from the
reader's sense of surprise at seeing unexpected is
sues—the epistles to the Corinthians, anti-McCarthy
satire, a knowledge of psychoanalysisand Existential
ism—brought down into an unexpected place. Even
the most familiar images that come to mind from the
comics of the fifties— the Peanutschildren sitting on
the curb; the eclogue in Okefenokee Swamp— resem
ble lessthe self-sustainingworld of Herriman's Cocon
ino than they do the older tradition of allegoricalfable
used to comment on contemporary politics and
thought. However rich this tradition has turned out to
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be, ultimately rejuvenating an editorial-cartoon tradi
tion that had exhausted its vocabulary(too many Seas
of Public Indignation and too many little taxpayers in
barrels),it was no longer possibleto seethe comic strip
as a home of the mythmaking imagination.
For comic-book artists and publishers, this decline
was more like a free-fall. The drop in comic-book read
ership will probably be elegantly explainedsomeday in
simple demographic terms; within the confines of the
comic-book world, it is always explained in terms of
the great morality tale of American culture in the early
fifties: the rise and fall of E.C. Comics. E.C. (the ini
tials stood, originally, for "Educational Comics") was
begun by the publisher M. C. Gainesin the mid-forties.
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60. Johnny Craig. Cover of The Vault of Horror. 32 (AugustSeptember 1953). © 1953, 1981 William M. Gaines

Gaines,whose original intention was to publish maga
zines that would provide children with stories taken
from biblical and Western history,died shortly after be
ginning E.C. and left the businessto his son William
Gaines. William, an interesting mixture of Philipon,
RogerCorman, and Larry Flynt, had the insight (or the
desperation)to seethat money could be made by driv
ing the already low-rent world of the comics further
and further into the margins of the lurid, the gro
tesque, and the horrific. He also had extremely good
judgment about which artists could delineate this sor
did vision, and added to the mix a genuinely "enlight
ened" Stevensonianliberalism.(Thislast trait ultimately
expresseditself in a line of "advanced," high-minded

comic books, including one called Psychoanalysis.)In
prime E.C. comics, social consciousness,cynical ex
ploitation, shameless Grand Guignol, and attentive,
documentary realism all sit together. Although their
reputation now is for sheer gore (and consideringtheir
covers [fig. 60], no wonder), E.C. comics in fact were
touchingly "well-researched," and seen at the time as
"realistic." They addressedsubjects—the Korean War,
the Holocaust—that were largely out of the way of
more prudent comic-book enterprises. The ultimate
story for an E.C. comic book was one, like the famous
Undercover!, in which D-cups, flagellation, Klansmen,
liberal piety ("Look, Ed! They've kidnapped and
flogged innocent people— guilty of nothing more
than practicing democracy!"), hideous grimaces, and
an 0. Henry ending could all be blended.
The successof the horror and crime comics led in
1954 to Fredric Wertham's infamous Seduction of
the Innocent, which assertedthat the growth of what
was then still quaintly called "juvenile delinquency"
was the consequenceof the proliferation of crime and
horror comic books. Wertham's book in turn led to
the Kefauver hearings on the comic books and the
self-censorshipof the "Comics Code."
Among comic-book aficionados, Wertham remains,
to this day, a demon. "We hate him, despise him. He
and he alone virtually brought about the collapse of
the comic book industry during the 1950s . . . even the
younger of us know the legend well, for it is repeated
among us like some tribal myth," comics historian
Catherine Yronwode wrote in a 1983 column in The
Comic Buyer's Gu/de. As the story is told in comic
book fan mythology, Wertham was a McCarthyite kill
joy, a censorious reactionary who, frightened by the
existenceof a potentially subversivesubculture outside
the control of parents and schools, used pseudoscientific scare techniques to intimidate the marginal
publishers.
In fact, however, Wertham was a pioneering liberal
psychoanalyst,born and trained in Vienna, with a long
and courageous history of commitment to progressive
causes. Before The Seduction of the Innocent, Wer
tham had been most famous for his work in behalf of
the American civil-rights movement. In 1946 he had
establisheda free psychiatricclinic in Harlem called the
Laforgue Clinic, after Karl Marx's son-in-law. His stud
ies there of the psychologicaleffects of discrimination
on children led to his testifying at the key desegrega
tion trials of the early fifties; his researchbecamea cru
cial part of the legal argument used in Brown v. Board
of Education. He also testified on behalf of the Rosen
bergs (and helped arrange the adoption of their chil
dren). He often spoke out against the censorship of
modern literature, and edited an anthology of modern
writing, including works by Kafka, Faulkner,and Dostoyevsky, seen from a psychoanalytic perspective.
What's more, Wertham was a passionate and discri
minating collector of modern art. His collection includ
ed work by Archipenko, van Doesburg, Feininger,
Goya, George Grosz, and John Heartfield. Its center-
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piece was a collection of thirty-four works by El Lissitzky, and it also included African and Indonesianart,
Wertham's own abstract collages, and drawings and
watercolors made by Zelda Fitzgerald after she had
been confined to the Phipps Clinic 42
Wertham's attack on the comics,therefore, far from
being a hysterical extension of "watch-the-skies"
paranoia into the world of pop culture, in fact repre
sented almost its opposite: a paternalistic puritanism
of the left, rather than a conformist paranoia of the
right. Wertham's view of the comics was rooted in a
European leftist critique of the culture industry: he
thought that the comics representeda false, exploita
tive consciousnesscynically imposed by a greedy cul
ture industry on its most vulnerable consumers. The
ideal of modern communication that Wertham would
have opposed to the comicswas not the SaturdayEve
ning Post cover but the LissitzkyProun.
Yet Wertham seems to have been puzzlingly un
aware of how much his own attack on the comics un
consciously mimicked and recapitulated the by now
familiar form of the reactionaryattacks on modern art,
with their insistencethat modern art offered only cor
rupting, macabre sensualism. Many of the works in
Wertham's collection depicted violence in a fashion
not that dissimilarto the kind Wertham attacked when
he saw it in the comics.Wertham owned, for instance,
a Grosz engraving of a hanged man dangling from a
scaffold that is not only as disturbing as anything in
E.C., but which was typical of the kind of modernist
imagery that had in its own day been subject to the
same charges Wertham leveled at the comics: that it
offered lurid, debasing sensationalismin the guise of
social comment.
This odd double vision seems in part explicable in
terms of Wertham's ideas about the meanings of
modern art. Wertham, who was most active as a col
lector in the forties, seemsto have been one of those
violence-hating people who, during and just after
World War II, came to see modern art not as a pur
posefully disruptive, "subversive" enterprise, but as the
last repository of humanism. For Wertham, modern
paintings, and particularly the abstractions he loved,
"reveal to us the elements of general principles of or
der of an implicitly social character." Like Greenberg's attack on "kitsch," Wertham's attack on the
comics was the product of a peculiar kind of amnesia,
in which the origins of modern art in an engagement
with popular culture were forgotten, and the future of
the pure values it supported was assured only by the
quarantine or suppressionof its low "opposite."
In another sense, of course, the Wertham dispute
was really a dispute over style, and a kind of comedy of
manners. Just about the only comic-book figure who
would have shared Wertham's politics, after all, was
William Gaines of E.C., who even extended, in his
comic books, a privileged role to the psychoanalystas
the sage of modern life. What Gaines and Wertham
could not have shared, though, was a common sense
of the rules of interpretation. Wertham obviously had

an extremely sophisticatedgrasp of the decorum of in
terpretation in high modernism. He understood that
an image of seemingly random horror, a la Grosz,
could be a vesselof powerful social protest, or that a
couple of circlesand a diagonal line could suggest Uto
pian dreams of harmony. But he couldn't see that the
comics might have implicit stylisticconventions of their
own. Wertham took it for granted that, while the
graphic violence depicted in his Goya and Grosz prints
—or for that matter in "The PenalColony" or Light in
August— could be understood as either realist protest
against violence or as a powerful probe into uncon
scious desires and fantasies, the violence depicted in
the E.C. comics could only be taken straight. He as
sumed that the comic-book audience had no kind of
distancefrom the material it loved, or even any simple
knowledge of the conventions of the form and its dis
tant relation to any real experience.As subsequent re
search demonstrated, however— and as common
sense in any case always suggested—the kids who
read the horror comics always understood that what
they were looking at were horror comics: Grand Guignol melodramasthat provided particular kinds of lurid
frissonsbut that were no more to be taken at (mutilat
ed) face value than was a Frankensteinmovie or, for
that matter, a Grimm Brothers folk tale. The innocent
seducedby the imagery of violence seems,in this case,
to have been the decent but literal-minded psychoana
lyst, too easily persuadedto take as documentary fact
what a knowing adolescent might have helped him to
recognize as stylized fiction.
Wertham and his followers were effective propa
gandists for their cause, however, and the Comics
Code, which soon curtailed E.C.'soutput, has contin
ued in force to this day. The Code insiststhat not only
must crime not pay, but it must be seen not to pay,
and it must be seen not to pay through the actions of
heroines with demure proportions and heroes with a
lofty, disinterested desire for abstract justice.
All of these elements—the censoring impulse that
insisted the comics were a virus of corruption and of
kitsch, the gradual decline in the comics themselves,
an inevitable poetic preferencefor the elegiac over the
fatuously affirmative— came together to change the
meaning of comic-book form in American art. To in
voke the comics now was no longer to invoke the
promising Damon Runyon outlook that Stuart Davis
had memorialized; it was to invoke a neglected, even
repressed, undercurrent in American experience. By
the fifties, the comics looked sinister, or touching.
Above all, they could now look old: the toy found in
the attic, a forgotten artifact of the century's bright
beginnings.
The appearance of comic imagery in the art of Jas
per Johnsand Robert Rauschenbergis often explained
in narrow, historicist terms as the first breathings of
Pop—the real object's tentative answer to the tran
scendent painterly gesture. But if the fragmentary ap
pearance of comic imagery in the work of Johns and
Rauschenberginvolved in part a bit of nose-thumbing
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61 JasperJohns.Alley Oop. 1958.Oil and collage on composition board, 22

directed against the lofty disapproval of Abstract Ex
pressionism,with Clement Greenbergcast as a kind of
highbrow Wertham, their art offers a complex poetics
that transcends the oppositions of avant-garde art
politics.
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JasperJohns'sAlley Oop (fig. 61) of 1958, for in
stance, in which the artist pasted a comic strip to his
canvasand then overlaid it with veilsof paint, reduced
the comic strip to its most basic,familiar pattern—the
sequence of adjoining panels. V. T. Hamlin's comic
strip Alley Oop (fig. 62) was by 1958 an old chestnut in
the comic-page treasury. It was a comic strip that

x 18

(58.1 x 46 cm). Collection Mr. and Mrs. S.I. Newhouse,Jr.

was about age— the story of a cavemanand his family
who slip easilyback and forth between modernity and
the antediluvian past. To Johns,the comic strip was an
other of the found, timeless, low formats—flags, tar
gets, maps— that are the ground of his painting. Yet
his subject, in Alley Oop, as so often elsewhere, is the
way that private signatures emerge from public signs.
For Davisand Miro, popular imagery had still held the
old Goethean promise: the divisivehierarchiesof pub->
lie and private seemed about to dissolve in a shared,
universallanguage. For Johns,disabusedof that Utopi
an dream, popular secondhand imagery could none-

62. V. T. Hamlin.
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Alley Oop. April 16, 1930. © N.E.A. Service

theless still play for art a role like that of the inherited
formats of still-life painting: the standard, received
forms make the small, exquisitetouch meaningful, the
sounding board that gives resonanceto the stubborn,
small treble of the individual voice. Beyond its place in
a narrowly conceived battle of gestures,Alley Oop es
tablishes an attitude toward pop culture at once de
tached and unthreatened. Maybe it was becausethe
comic strip already had an inexpungible element of the
personal signature— unlike a map or a flag, it was a
particular thing made by a particular person—that
Johns finally found it resistant to his purposes. Alley
Oop remains an anomaly in his art.
In this new environment of small, measured marks
and scruples, however, borrowed, individual styles
could still take on new meanings; even Herriman's
Krazy Kat, the undisputed exemplar of the lost golden
age, began to appear as part of an iconography of
quizzical hesitation. Johns'sand Rauschenberg'sfriend
Oyvind Fahlstrom, for instance, liked to scramble,
chop up, and reassembleHerriman's masterpiece in a
way that is a kind of homage and also adds a disturb
ing element of Dada non sequitur to the intricately bal
anced machinery of Coconino (figs. 63, 64). What
began to seem important about the comics was not
their content but their form, which one suddenly saw
with a new clarity as the narratives were broken up;
the secondary machinery of the comics—the panels
and balloons and onomatopoeia— began to have an
iconic force greater than any image they might
contain.
In the work of Saul Steinberg,this same spirit took a
turn at once drier and more generous. Steinberg'sstyle
had been formed in the thirties in the still thriving
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world of the European caricature journal. For him,
"cartooning" even in the thirties had meant the tradi
tion of Klee and Grosz. Yet Steinberg's interest had
from the beginning of his career been lessin the style
of modern politics than in the politics of modern style.
Arriving in America in 1942, he found his great sub
ject: the collision of the irresistible force of a trium
phant pop culture with the immovable objects of
modernist rectitude, and he has spent the last forty
years recording the aftermath of their violent en
counterswith absorbed detachment. Steinberg's 1958
Comic Strip (fig. 65) has some of the quality of Max
Beerbohm'sdrawings of the old and young selvesof a
single person— the aristocratic European eye of the
high caricaturistinspectsits alarming and overfed New
World progeny. Steinberg was among the first to rec
ognize that the properties and machinery of the com
ics—the onomatopoeic exclamation, the dialogue
balloon, the bubbled line that symbolizesthought —
had become a modern decorative order. Beginning in
the mid-fifties, he used the machinery of the comics

for his own ends. His favorite device was the balloon,
especiallythe thought balloon. The simple oval outline
was transformed into a variety of shapes and sub
stancesthat surveyedthe decor of modern art: out of
the mouths of ephemeral persons came complex artdeco faqades,while society matrons dreamed in Bauhaus design; freehand cubes imagined life as
geometric cubes, while geometric cubes imagined be
ing free; dogs barked in art brut, and cats dreamed in
Cubism. Steinberg saw that modern style was increas
ingly becoming, especiallyin New York, a folk style, a
common inheritance, and he expressedthis realization
through the seamlessfusion of the machinery of the
comics and the machinery of the museum. In Comic
Strip—a drawing that resembles an eighteenthcentury Egyptian Revivalist'srapt copy of a wall of undeciphered hieroglyphs— Steinberg presents a tender
abstract encyclopediaof comic-strip cliches,robbed of
any symbolic or narrative urgency. In a way that was
prescient of much Pop art, Steinberg sensed that the
props and symbols that indicated energy in the com-
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65. Saul Steinberg. Comic Strip. 1958. Ink on paper; two sheets, each 23 x 29" (58.4 x 73.7 cm). Collection the artist
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66. Jess. Tricky Cad: CaseV. 1958. Collage of colored newspaper, clear plastic wrap, and black tape on board. 13Vi x 24
(33.7 x 64.1 cm).
Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington, D.C.Joseph H. Hirshhorn PurchaseFund

ics— the lines of force, the star-burst explosion, the
puff of smoke as a character races away—had be
come as standardizedand formal as the cryptic images
on the back of the dollar bill. If the comicscould supply
social adhesion, it was not through the invention of
kitsch heroesand villains, a manufactured mythology,
but through the solemn, shared heraldry of their sec
ondary signs46
Steinberg is usually seen as an "outsider," yet his
sense that the comics were intrinsically strange, that
their elaborate conventions and properties, far from
offering a "natural" or "folk" order, in fact turned on
a sinistersecretcode of bizarre hieroglyphs,was an in
tuition that helped shapea moment in art; as the com
ics retreated from the center ring of the circus of
popular culture, a buried and censored strangeness
began to emerge from their forms. Artists could stand
Wertham on his head, finding in the comics the same
kind of secret, sinister forces that he insisted were la
tent there, and then come to value the comics precise
ly because they did seduce the innocent. Even the
most seemingly innocuous and conventional strip

might be shown to hold a hidden passageto the re
pressed underside of a complacent bulwark culture.
For the isolated San Franciscoartist named Jess,the
sensethat comic books were a kind of genetic code of
popular imagery, one that could be recombined and
split up and forced to produce mutants, achieved an
extraordinary expressionin a seriesof collages begun
in 1958: the Tricky Cad pictures (figs. 66, 67) 47 An
anagram of Dick Tracy,Chester Gould's expressionistic
comic strip of the 1930s, Jess's Tricky Cad collages
rearranged words and images from Dick Tracy in ap
parent non sequiturs,so that the stereotyped exclama
tions and imagery of Gould's comic strip suddenly
became scenesfrom a nightmare. "But I know, don't
I myself!! ?? I knew where the ice long long the key— a
very long long time! Tremendous," saysone silhouette
to another. These two collages were from a series of
images that Jess referred to as Paste-Ups and As
semblies, filled with popular images ranging from
nineteenth-century engravings to bubble-gum cards
of the Beatles.Similar in spirit to the collections of Jo
seph Cornell, most of Jess'sPaste-Upsand Assemblies
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67. Jess. Tricky Cad. c. 1959. Newsprint collage, 29 x 7" (73.7 x 17.8
cm). Los Angeles County Museum of Art. Gift of Mr. and Mrs. Bruce
Conner

have a small-scale,Surrealistdreaminessand an obvi
ous dose of "poetic" transformation. What makes the
TrickyCad collagesso radical and disturbing, and gives
them a found Expressionisturgency that recalls Han
nah Hoch or John Heartfield, is the way the nightmar
ish art image sits only one short half-step away from its
apparently banal pop source. Jess recognized that
beneath the simple cops-and-robbers narratives of
Gould's strips there was already an element of melo
dramatic weirdness, a love of the freakish, misshapen,
and forbidden. Tracy himself, the square-jawed detec
tive whose eyes never open and whose expression

never changes, seems lessthe sympathetic G-man of
the movies than an embodiment of single-minded,
amused vengefulness.The overwrought stylization of
Gould's strip, so at odds with its overt rhetoric of con
ventional morality and high-tech detection, made Dick
Tracy,as Jesssaw, already a kind of crack in the faqade
of pop cheerfulness.
Andy Warhol's comic-strip and comic-book paint
ings of the early sixties,though we associatethem sen
timentally with the burgeoning of the florid and
spectacularpop culture of that period, really belong to
this nostalgic and backward-looking strain of imagery,
long shadows cast at twilight. When Warhol filled a
department-store window in 1961 with stark, single
images taken from pulp ads and the comics— Dick
Tracy,Popeye,Superman, and Nancy (figs. 68, 69)—
he chose images from the comic books of his child
hood. Yet the graphic intensity with which he viewed
them is different in spirit from the work of Rauschenberg and Johns that had preceded and inspired his.
What makes Warhol original is the isolation of his
comic images: the detective and the little girl and the
superhero are not fragments shifting within the kalei
doscope of mass culture but icons, fixed and staring.
What's original in Warhol is not that he painted Dick
Tracy,but that he just painted Dick Tracy.
Warhol's comic paintings are formally much closer
to the floor-to-ceiling assertions of Abstract Expres
sionism than they are to the palimpsestsof fifties neoDada. For Johns and Rauschenberg,the inclusion of
comic-book imagery in the midst of a painterly rhetoric
borrowed with genuine reverence from de Kooning
and Pollock still had about it an air of muted protest
and debunking. They share a sense, as strong as
Schwitters's, of the world breaking in on the studio,
insistently and surely,and share also an infinite hesita
tion to choose only one or the other. It was Warhol's
wicked and demoralizing intuition to see that the
choice was in any caseunnecessary,that the very high
est and very lowest visual elements in the culture—
Mondrian and a crossword, a Newman zip and comic
book panels— had already a punning similarity. Part of
the joke in Warhol's Dick Tracy lies in its deflation of
the old, transcendent pretensions of American ab
straction, but part of the joke also lies in its translation
of pictorial absolutism into the vernacular.
Yet Warhol's real genius was for the off-register
print; for the lag moments in culture, for the thing just
on its way out: the tabloid headline in the age of tele
vision, the movie star in the age of rock. He had an
unerring instinct for those occasionswhen the iconic
image was just beginning to disconnect from its audi
ence. His great subject was celebrity as it sat uneasily
on the San Andreas Fault of media culture, and by the
1960s the comics had long since been toppled; one
had to look back not five yearsbut thirty to find comics
with anything more than a subculture resonance.
The comics had been bound up for so many years
with their Kabuki-like internal decorum and story
telling codes that they had none of the apparent art-
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68. Andy Warhol. Popeye. 1960. Synthetic polymer paint on canvas, 68V4X58V2"(173 x 150 cm). Collection Mr. and Mrs. S. I. Newhouse, Jr.

lessness, the seeming codelessness, of Warhol's
favorite subjects,the news photo or the publicity still. If
Depression-eracomic-strip imagery had the graphic
finality of high abstraction, the comics had become by
the early 1960s as formalized, as ritualized, as inbred
and minor a form as second-generation Abstract Ex
pressionism.It would require a painter with a dry feel
ing for the potencies of even the smallest formal
gesturesto rescuethem as art.
In 1947, Irv Novick, an officer at an Army boot camp,
was asked to take a look at drawings by a young pri
vate with an interest in art. Novick saw that the private
had some talent— not a particularly good draftsman,
he thought, but a good colorist—and arranged to

have this young man transferred to his unit, where,
Novick felt, he would be more useful helping to make
postersand signsthan he had ever been swabbing out
officers' latrines. Soon after, both men left the ser
vice. Irv Novick became a D.C. cartoonist, and Private
Roy Lichtenstein became a vanguard painter.
From a purely worldly point of view, it was soon
clear who had made the better career move. The im
position of the Comics Code had led to a desperate,
full-scaledepressionin the comic-book business.In the
deep trough of the late fifties, D.C. comics,with its still
profitable line in superhero comics,was by far the larg
est and most effective of the comic-book publishers.
But within D.C. itself there was a strict and recognized
hierarchy, with the superhero comic books at the
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69. Andy Warhol. Dick Tracy. 1960. Synthetic polymer paint on canvas,6 7" x 45" (201 x 114
cm). Collection Mr. and Mrs. S. I. Newhouse, Jr.

top— Superman and Batman at the very top of those
— and, near the bottom, the profitable but unprestigious romance comic books; beneath that was a line
of war comics meant largely for boys. Heart Throbs,
Secret Hearts,All-American Men of War, Our Fighting
Forces,Our Army at War—the already archaic titles of
these comics in the world of Brando and Elvissuggest
their enormous distance from any larger pop-culture
universe. Such comics spent their time endlesslyspin
ning out the same one or two stories, to which, in
creasingly, only the young and ignorant would still
listen. The romance comics, for their part, were less
moralizing than lachrymose. Far from inculcating a
shrewd or get-your-man morality, their heroines seem
to drift, wide-eyed, from one weeping embrace to an

other. The last page of a typical story ends with the
heroine losing one cleft-chinned prince at the top of
the page and, five panels later, floating off in the arms
of another one: anonymous, impersonal romance, the
habits of Joe Orton in the manner of Mary Worth. The
emotional climaxestend not to be those of soap opera
or women's-magazine fiction, on which the stories so
obviously depend—the Big Fight, the Discovery— but
reside in isolated panels of unanchored emotion: the
girl in extreme close-up, crying vaguely for love.
D.C. war comics were almost exclusively devoted
to World War II stories (it had been one of the innova
tions of E.C.to tell storiesabout the Korean War), with
the old imagery of Milton Caniff endlessly recurring
against a remote, forgotten background of the Euro-
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70. Roy Lichtenstein. Blonde Waiting. 1964. Magna on canvas,48 x 48" (121.9x 121.9 cm). Courtesy Gagosian Gal
lery, New York
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71. Roy Lichtenstein. Look Mickey. 1961. Oil on canvas,48

x 34

(123.2 x 88.3 cm). Collection the artist
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THEN HE WAS GONE, AND...
TEN PAST FIVE. -ALMOST THREE HOURS
WAIT... AND THEN AN HOUR
WITH HIM

72. Panel from "Give Me an Hour" in Girls' Romances.81 (January 1962).Tony Abruzzo and Bernard Sachs, artists; Ira
Schnapp, lettering. © D.C.Comics

pean theater of 1944. By the late fifties, the old Bill
Mauldin foot soldiers— the G.I. with his helmet strap
loose, chin covered in three-day-old beard, and eyes
filling with the thousand-yard stare, the surrounding
platoon an array of ethnic types— had been recruited
for a new, "cinematic" ballet of aerial combat.
War comics showed faces in close-up only in mo
ments of extreme duressor rage; the climax of the sto
ry almost always is seen at a god-like distance, the
hero's exclamations rising from within his airship as
some haunting memory is expunged through the ther
apy of mass destruction. In this world, the incessant
onomatopoeia— whaami, ratatata!, blaami— is less a
simple symbolism of noise than a kind of Greek cho
rus, linking separated events, joining panels, and act
ing as a unifying design device.
Yet, for all their formulae, the romance and war
comics were made not by inert institutions but by
young staff artists, and these artists had of course am
bitions of their own— if not for their "art form" or the
genre, then at least for their own careers. Basically,
their ambition was to demonstrate enough talent to
get a job doing something else. One route up and out
lay,particularly for the war-comics cartoonist, in even
tually being allowed to draw superheroes.Forthe artist
condemned to the delusive mine of the lovelorn, a

more plausible escape lay not in the comics at all, but
in magazine illustration. The artists drew comics in or
der to show that they could draw for Redbook.
The ambitious, upwardly mobile illustrators who
drew romance comics at D.C. particularly admired and
imitated an artist and illustrator named Tony Abruzzo,
both the Chuck Yeager and the Utamaro of the love
lorn. Abruzzo had invented—or at any rate was giv
en credit among other illustrators at D.C. for having
invented—the Heartbreak Face: the girl with parted
lips, head tilted at a slight angle, possessedof a surpris
ingly strong and even masculinejaw, and having enor
mous, unnatural, liquid eyes. Abruzzo also discovered
that while slightly parted lips are pleasing, teeth are
not, and he helped codify the solution—the aesthetic
cuirass of the love comic— by which teeth are repre
sented by a streak of unvariegated white. Above all,
Abruzzo taught that expressiondidn't have to be co
herent to be moving; you could add beautifully shaped
tears—illustrators called them "popcorn tears"— to a
face that showed no other signs of emotion, and still
get an effect. The other romance artists copied Abruzzo's faces whenever the script they were handed let
them. In part, these extreme close-upswere showcase
drawings, designed to demonstrate to anyone who
might happen to see them that the artist who drew
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them was not quite the hack he might be taken for.
"We thought that every day at work would be our
last," recalls one of these Abruzzites, John Romita,
now an art director of Marvel Comics.
If the sign of a "good," that is, a painstaking and
ambitious, artist in the love comicswas that he got the
close-ups right, and displayed an Abruzzo-like atten
tion to moments of enigmatic or in-between expres
sion, then the sign of an ambitious or skilled artist in
the war comics was in what was called "characteriza
tion." A good war comic was one that put a new and
surprising spin on the old stories, producing, for in
stance, not just jet pilots, but American Indian jet pi
lots. Their "realism," expressedin sudden cutawaysto
the sweating faces of cowards and the noble faces of
reluctant warriors, indicated their ambition and skill,
especiallyif joined to a flair for large-scaleaction. The
meticulous realism of E.C.,which sat so oddly with its
equal insistenceon the horrific, had been replacedby a
realismof "characterization" and complex storytelling.
Almost without exception, Lichtenstein's comics
paintings from the early 1960s (as Lichtenstein, of
course, could not have known; all of the romance and
war comics were unsigned) were adapted from the
work of a small handful of ambitious comic-book art
ists. The styles of these artists were distinct enough
that, thirty years later, their work can still be picked out
immediately by the Berensonsand Offners of the com
ics. Lichtenstein'sromance images are adapted almost
entirely from the works of TonyAbruzzo, John Romita,
and Bernard Sachs; his war images almost entirely
from the work of RussHeath—and Irv Novick. High art
on the way down to the bottom met, without quite
knowing it, low art struggling to find its way back up.
Lichtensteinrecast his found images in complicated
ways. Ironically,he had to aggressivelyalter and recompose them to bring them closer to a platonic ideal
of simple comic-book style— he had to work hard to
make them look more like comics. The effects that
make Lichtenstein into Lichtenstein involved not the
aestheticizingof a consistent style through mechanical
displacements,but the careful, artificial construction of
what appears to be a generic, whole, "true-folk" cul
tural style from a real world of comicsthat was by then
far more "fallen" and fragmented. His early pictures
work by making the comic images more like the com
ics than the comics were themselves.
Lichtensteinwas often taken with the Abruzzo-like
close-ups of girls caught, lips parted, in states of
cliched emotion: tension, anxiety, misery.But he con
sistently simplified and isolated these images, translat
ing what was essentially an illustration style into a
comic-book style. Compare Lichtenstein's Blonde
Waiting (fig. 70), for instance, to the image from
which it derives, a panel by Abruzzo in "Give Me an
Hour" (fig. 72), and one seeshow intently and ingen
iously Lichtenstein had to work to eliminate all the
anecdotal detailing Abruzzo had so painstakingly in
cluded. Lichtenstein edited out all the realistic free
hand shading and loose-limbed crosshatching that

Abruzzo scribbled on the back of the alarm clock, and
on the bedstead behind the girl's head. Instead, Lich
tenstein borrowed a bit of atypically simple diagonal
shading from the bedpost on the far left of the original
image and applied it to the back of the alarm clock,
dramaticallychanging the purposefully showy vocabu
lary of modeling into a much simpler graphic pattern.
The girl becomesa blonde rather than a brunette, and
her gaze is turned away from the alarm clock on which
it rests in the original. The whole complicated plot of
the original story, which turns on the passing of the
hour, is tossed away in the interestsof an iconic look of
lovelorn poignancy.

74. Panel from "Run For Love!," in Secret Hearts, 83 (November
1962).Tony Abruzzo, artist; Ira Schnapp, lettering, c D C. Comics

The style that Lichtensteinusesin Blonde Waiting to
indicate that this image belongs to the world of the
comics is really adapted from the style of the Disney
cartoons meant for children— a style whose woodcut
like contrasts and serpentine, emphatic outlines Lich
tenstein had inspected before, in his earlier Look
Mickey (fig. 71)— rather than taken over from the
more restrained, illustrational style of the love comics:
not found imagery in a deadpan appropriation, but
two found styles combined.
Sometimes, Lichtenstein can seem like the perfect
Abruzzite. Intuitively recognizing that the girls' faces
had a kind of strange intensity that the other elements
in the comics lacked, Lichtensteinwould pull them out
of context, until today the Abruzzo girls have become
immortalized, through Lichtenstein, as pop cliches. In
Drowning Girl (fig. 73), he changes a hero's name
from what was, for his purposes,the wrong cliche (fig.

75. Roy Lichtenstein. Hopeless. 1963. Oil on canvas, 44 x 44" (112 x 112 cm). Kunstmuseum Basel, Ludwig Collection
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74)—the peculiar "Mai"— to the right cliche, the nifty
Brad. But the girl's face and the swirling, Beardsleylike, high-contrast liquid patterning of the background
are lifted from the original almost entirely intact.
In Hopeless (fig. 75), Lichtenstein again simplifies
Abruzzo's stylized pupils and lips and again magnifies
and emphasizes the relatively restrained stress pat
tern of the original lettering (fig. 76). And again, he
changesher from a brunette to a blonde. (Lichtenstein
presumably wasn't aware that the comic-book artists
liked to use big, unvarying areasof dark tone in order
to protect themselvesfrom their "inkers," the artists
who transferred the designsfrom the drawings to me
chanicals,and who could ruin the intended effect of
a page if they were allowed enough white space.)
Throughout these transpositions, Lichtensteinempha
sizeshis constant imposition upon his cartoon figures

of Benday dots which, surprising as it may seem to
those of us who have learned to see romance comics
through Lichtenstein, are hardly visible in the original
(figs. 77, 78).
Lichtenstein's culling and splicing together of im
ages borrowed from war comics is even more en
terprising. In Whaam!, for instance (fig. 79), he
paraphrasesa horizontal panel drawn by Irv Novick in
All-American Men of War (fig. 80). The original ono
matopoeic "Whaam !" seemsto tremble in the heat of
the explosion; Lichtenstein makes it a much more
stately and inevitable whaam!, with a Rodchenko ex
clamation point in place of the stubby rectangle and
blob of the original, so that the image now has a
blank, disassociatedfinality. All of the "story line" and
"characterization" which were so crucial to the origi
nal comic book have been eliminated. In the original

76. Panel from "Run for Love!," in Secret Hearts. 83 (November 1962).Tony Abruzzo, artist;
Ira Schnapp, lettering. © D.C.Comics

comic of which Whaam! is a paraphrase,this scene of
jet-fighting is a fantasy of the future imagined by a
World War II American Indian pilot, Johnny Cloud. In
the original, Johnny Cloud's fantasy rocket hits home
and he announces, "The enemy has become a flaming
star!" Lichtenstein edits this out and replacesthe real
cliche of the comic book with a much simpler, yet
more ominous cliche: the jet pilot with ice water in his
veins,the man with his cool finger on the button. Lich
tenstein also edits out the two attending planes of the
squadron -one of those realistic details on which art
ists like Novick so prided themselves in order to
make the image seem flat, candid, and schematic,and
invents a Hiroshige-likepattern of curvaceousflame—
more poured paint than gasoline— in place of the jag
ged projectile burst of flame which Novick had taken
such pains to draw with careful, asymmetrical vio

lence. The ironies here are much more intricate than
those involved in a deadpan displacement of low ob
ject to high context. In order to invent a non-art object,
an image that looked utterly low popular, massproduced, and anonymous Lichtensteinhad to reject
from his sources anything that seemed merely nar
rative, anecdotal, or illustrative, enforcing one set of
old high-modern prohibitions in order to undermine
another.
It's not that the comic books Lichtensteinwas look
ing at weren't simply compendiums of cliches. They
were. But the clichesthey anatomized were more intri
cate, more "original"- wistfully touched with the des
perate attempt to wring one last varied drop from
familiar material than the confident, blank cliches
that were his platonic image of Pop style. This transla
tion of detailed storytelling into simplified icons distin-

ALL RIGHT...AN HOUR...
TONIGHT.ALL RIGHT...

c

r
77. Panel from "Give Me an Hour," in Girls' Romances,81 (January
1962). Tony Abruzzo and Bernard Sachs, artists; Ira Schnapp,
lettering. © D.C.Comics
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guishes all of Lichtenstein's paintings of the early
sixties,as when, simply by turning a gun turret from a
near horizontal to an emphatic, double-banded diag
onal, he flattens out the space,and createsthe impos
ing As I Opened Fire,taken from panelsdrawn by Jerry
Grandinetti in Ail-American Men of War (figs. 86, 87).
The funniest and most complex of all these transpo
sitions and editorial rearrangements appears in the
1963 Okay,Flot-Shot (fig. 85). Lichtensteinspliced to
gether elements from three different stories to pro
duce this picture: the general idea and the dialogue
are taken from a panel in a story called "Aces Wild,"
drawn by RussHeath in All-American Men of War {fig.
81); the background airplane and the voompi are bor
rowed from two panels in another story drawn by Irv
Novick (figs. 82, 83); and the pilot's face is taken from
the D.C. title G.I. Combat (fig. 84) (This face, oddly

enough, was also drawn by RussHeath.) The big face,
seen in extreme close-up, derivesfrom a very different
set of cliches than those of the air-battle comics he
liked best, with their cool, wisecracking pilots. This pi
lot's face has been implausibly plucked out of the grim
interior of a Sherman tank. (Enragedfaces in the war
comics are most often associatedwith infantry action;
the pilots are either invisibleinsidetheir aircraft, or else
they are utterly cool, quite unlike the sweating, unsha
ven men who fight tank battles in small Italian towns
and ruined German cities.) The voompi in the original
comic book accompanies an explosion which has no
resemblanceto the Morris Louis Aleph that Lichten
stein creates. (The dialogue that provides the paint
ing's title is an obvious in-joke on the insistent and, by
1963, itself stereotyped cult of the poured painting.)
Okay, Hot-Shot culls out a set of independent cliches

I

78. Roy Lichtenstein. Tension. 1964. Oil and magna on canvas, 68 x 68" (172.7 x 172.7 cm). Private collection

from the comics and assemblesthem into a kind of
super-cliche which looks more like a comic than the
comics.The picture, though it is often taken to be only
a joke about the decorum of museums, actually de
pends for its force on another and less studied joke
about the internal decorum of the comics.
What looks in Lichtenstein like an appropriated
massstyle is in fact a homogenized assemblageof per

sonal styles; what look like pop cliches appropriated
deadpan are in fact invented pop cliches, spliced to
gether from bits and piecesof individual manners.The
style that now says "pop culture" to us is not a com
mon style to which Roy Lichtenstein drew our atten
tion; it is to a very considerabledegree a style that Roy
Lichtensteinmade up. Or, more precisely,it was a style
made up in a complicated lobster quadrille, with
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I PRESSED THEFIRE
CONTROL
... AND
AHEADOF ME
ROCKETS
BLAZED
THROUGH
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79. Roy Lichtenstein. Whaam! 1963. Magna on canvas; two panels, overall 68 x 16a' (172.7x406.4 cm). The Trustees of the Tate Gallerv
London

Abruzzo and Romita and Novick and Heath on one
side, pursuing their dreams, and Lichtenstein on the
other, pursuing his. Lichtenstein isolated and empha
sizedsome of those artists' pet stylizations,added oth
er elements, like the enlarged dots, that they would
not have seen as stylization at all, and edited and
refined all those elements in a way that came to per
manently symbolize what the comics look like. The
Benday dots, Tony Abruzzo's "popcorn tears," the
slanted shading—from a rich language of existing in
dividual stylizations, Lichtenstein picked out a small
subset, and made them say "Pop."
At the same time, Lichtenstein discovered in the
comics a whole set of representational cliches and
compositional schemata that he was already inclined
to recognize as art. If he had to recompose the art of
the "good" comic-book artists to make them look

more like comics, he still recognized in their work the
debased style of fin-de-siede narrative painting. The
platonic ideal of the comicsthat Lichtensteinstruggled
to realize from his low sources was, in its origins, in
separable from memories of the museum, Gauguin's
imagination gone to earth in the manner of Irv Novick.
The scaffolding of history that made Okay,Hot-Shot
possibleis far more complex than the simple inversion
of categories that is usually assumed to support it.
Gauguin, in pictures like the Vision after the Sermon,
had paraphrasedDegasin the light of Daumier, creat
ing a cartoon version of a favorite Impressionist
compositional device: the big, looming foreground
counterposed to the sudden whistling recession.This
kind of dramatic close-up juxtaposed with action in
depth was then, in turn, taken up as an avant-garde
device by the cinema by Eisenstein,for instance, in

80. Panelfrom "Star Jockey," in All- American Men of War,89 (January-February 1962).Irv Novick, artist; Gaspar Saladino, lettering, c D.C.
Comics

THROUGHMY WINDSHIELD, I SAW A SIGHT I'LL NEKER
FORGET... 1
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81. Panel from "Aces Wild," in All- American Men of War.89 (Janu
ary-February 1962). Russ Heath, artist; Gaspar Saladino, letter
ing. © D.C.Comics
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82. Panelsfrom "Star Jockey," in All- American Men of War.89 (January-February 1962).Irv Novick, artist; Gaspar Saladino, lettering. © D.C.
Comics
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ONE WAS NAPE OE EXPLODING
TN.77 ...
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ON DIKING THROUGH THS
STUFF I

I REAP YOU, TEX!
r READ YOU / ^
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LITTLE LONGER /

83. Panelfrom "Star Jockey," in All- American Men of War.89 (Janu
ary-February 1962). Irv Novick, artist; Gaspar Saladino, lettering.
© D.C.Comics
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84. Panel from "Haunted Tank vs. Killer Tank," in G.I. Combat. 94
(June-July 1962). Russ Heath, artist; Gaspar Saladino, lettering.
© D.C.Comics

OKAY
HOT-SHOT,
OKAY! I'M
POURING
!

85. Roy Lichtenstein. Okay, Hot- Shot. 1963. Oil and magna on canvas,80 x 68" (203.2 x 172.7 cm). Collection Mr. and Mrs. S. I. Newhouse, Jr.
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Ivan the Terrible. From there, it went on to become a
cliche of the movies; then Milton Caniff filched it for
his war comics in the forties, and the whole long chain
of invention eventually came to settle in the unassum
ing pocket of Irv Novick—which Roy Lichtensteinthen
neatly picked in order to produce paintings that would
come to be seen as the latest step in the long chain of
avant-gardeinvention that descendedfrom Degasand
Gauguin. What looks like a simple ironic inversion of
values, a ladder stood on its head, is, in pictures like
Okay, Hot-Shot, really the consequence of a much
more complex chain of borrowings that snake back
and forth from high to low and back again: a ring, not
a ladder.
The effect of Pop in general and Lichtensteinin par
ticular on the comic books was intenseand immediate.
Pop art saved the comics. The most successfulcomic
books in the stunning and unlooked-for comic-book
boom of the sixties,those produced under the editor
ship of Stan Leeat Marvel, enthusiasticallytook up the
elements of Lichtenstein'sstyle— its rejection of "real
istic" detail, the emphasison undulating black curves,
the whistling, plunging spaces,the irony— and began
to apply them to the mass-cultureobjects as they were
being made. Lee,for instance,soon would instruct his
artists (who before long included many of the more
talented members of the D.C. stable, among them
John Romita) to draw pages of action without any
plot— the FantasticFour tearing apart a space station,
say, with no plot in mind or purpose in sight— to
which Lee would only later add dialogue that was de
liberately, ironically at odds with the action. ("Hey
Strecho, didja remember to turn the stove off?," the
Thing might cry as he pitched a villain in PlasticMan's
direction.) The ironic disassociationsof tone that Lich
tenstein had achievedthrough his arsenalof transfor
mations were quickly incorporated into the style of the
comics themselves. Marvel even produced a line of
"Pop" comics.
The conventional story insists on Lichtenstein's as
the archetypal Pop surrender to the forces of anony
mous mass-cult style, with the individual imagination
capable only of a few mechanicalironies of scale,and
a few helplessaestheticizing gestures, in the face of
the big, irresistiblemedia machine. The truth is almost
the direct reverse:"mass culture" in this instanceturns
out to be a handful of young artists hanging on for
life; it was high art that had the live ammo, and it re
created popular culture in its own image.
Lichtensteintook as his subject the very lowest of com
ics, those that had hit bottom but that nonetheless
could be shown to still possessthe accents and rituals
of a higher past. What interested Claes Oldenburg
were not the comics that had sunk down to the bot
tom and become almost invisible,but those comic im
ages that had become so familiar that they had, so to
speak, come loose from their moorings and now
looked down on American life, like superintending
Macy's Parade balloons. Oldenburg's great subject is

metamorphosis,and the already myth-like creations of
the comic strip have on the whole been lesscongenial
subjects for him than the mute order of primary ob
jects: plugs and ironing boards and clothespins. Yet
one comic-book (and strip and movie) icon had, Ol
denburg recognized, become so ubiquitous in Ameri
can life that by the end of the 1950s it had already in
fact left its origins in the comics and entered the realm
of objects with multiple secret lives, and that was
Mickey Mouse.
First drawn by Ub Iwerks as the subject for the ani
mated silent Plane Crazy, Mickey Mouse in his initial
appearance was a ragged, scrawny troublemaker.
He soon became a common property of the stable of
Disneyartists. Mickey, as we know him, is very much a
mouse made by a committee; and what that treat
ment at the hands of the (then anonymous) Disney
cartoonists did was to reduce his face to a standard
and, when you think about it, entirely unmouselike
form: three interlocking circles. (Disney artists recall
what a pleasure it was to draw Mickey after all the
painstakingly "lifelike" characters of the animated
movies; three turns of the wrist and the emblem of the
kingdom was there.) Mickey for the next twenty-five
years was less familiar through his (increasingly rare)
appearances in the movies than through the daily
comic strip drawn by FloydGottfredson (fig. 88). Gottfredson's strip was made more or lessindependent of
Disney,an extension of the empire that was too trivial
for close direction. Gottfredson's Mickey is neither the
imp of Plane Crazy nor the bland theme-park greeter,
the corporate mouse, he would later become; he is
more like Harold Lloyd, an essentially gallant mouse
who stoically suffers through a series of adventures.
What is strange and a little disquieting in Gottfredson's
Mickey is the lower-middle-classbackground. Farfrom
being a creature of an enchanted kingdom, Gottfred
son's Mickey lives in a claustrophobic, uncarpeted
world of walk-up apartments, and his tormentors are
not witches or dapper foxes but, more often than not,
big, thuggish dogs in cloth caps.
By the early sixties, when Oldenburg first took him
as a subject, Mickey had largely disappearedfrom the
fabric of everyday life, leaving behind, like a vanished
god, only his sign: the two perfectly round ears, the
emblems on the cap of the kids inside the Mickey
Mouse clubhouse. Mickey by 1960 had a double na
ture: he was familiar both as the half-remembered low
hero of old comics and cartoons and as the omnipres
ent image of Disneylandculture. Oldenburg's first use
of Mickey, in the poster for his first show at the Dwan
Gallery (fig. 89), seems designed to reanimate the
mouse—to take a fixed, hieratic image and reinvest it
with lust and glee. This Mickey derives formally from
Gottfredson's strip, but Oldenburg supplies Gottfred
son's virginal, upright Mickey with an evil, conspir
atorial leer. The joke—that the repressedlibidinal un
derside of Disneyland culture could be expressed by
showing the "real" Mickey—was a common one at
the time. The cartoonists at Mad, a few years before,

AS I OPENED FIRE, I KNEW WHYTEX
HADNI BUZZED ME^JF HE HAD...

THEENEMY WOULDHAVE

86. Roy Lichtenstein. As I Opened Fire. 1963.Magna on canvas; three panels, each 68 x 56"(172.7 x 142.2cm). Stedelijk Museum, Amsterdam

AS I OAWA/eaF/GE, I KWEW
WHY TEX HADrt'T 3VZZEP
ME... IF HE HAP>...

87. Panelsfrom "Wingmate of Doom," in All- American Men of War, 90 (March-April 1962). Jerry Grandinetti,
lettering. © D.C.Comics
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denburg drew plans and on a couple of occasionsac
tually constructed a walk-through museum in the
shape of a geometrized Mickey head (fig. 92). Inside,
Oldenburg displayed his precious catalogue of found
pop objects—toys and novelty items that he had
bought in five-and-ten stores.The Maus Museum was
a hallucinatory parody of what was becoming the pyr
amid of American culture: the modern museum, the
stern International Style building with its prized trans
formed detritus stored inside. And then the joke
turned back in on itself, for Oldenburg insisted the
container and the thing contained were more or less
the same thing. The enclosing high-art context into
which pop artifacts could be ironically displaced—the
Maus Museum—was just a humorless version of the
pop artifacts. Like Warhol's comic-book images, 01-
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had also liked to show the "real" off-screen Mickey as
a ratty, prurient wise guy (fig. 90).
But soon Oldenburg began to play with a drier and
more complicated metamorphosis for Mickey. He rec
ognized what the animators at the Disneystudios had
known yearsbefore; that the three-ring face was lessa
caricatural simplification than a willfully antinatural
geometric reduction. He saw that the familiar simpli
fication of Mickey's face, imagined on a large architec
tural scale, oddly resembled and repeated the grave
simplifications of high-modernist Bauhausdesign. This
joke first appearsin a proposalfor a new faqadefor the
Museum of Contemporary Art, in Chicago (fig. 91); it
then became the basis for a much larger joke, the
Maus Museum. Beginning in the early seventies, Ol

denburg's Maus Museum suggests not so much that
the line between modern art and pop culture might be
violated as that it had only a delusional existencein the
first place: that each high-modernist urge has its com
panion echoing urge in pop culture, and that in Amer
ica everybody in the long run ends up with mouse ears
on. In Oldenburg's vision, the Maus Museum soon be
came symbolic of one of two complementary poles in
modern life. On the one side the Mouse with its muse
ums, an American Athena; on the other the darker,
invented pop deity whom Oldenburg (with a genuinely
scaryprescience)called Ray-Gun.Ray-Gunhas his own
temple— the Ray-Gun wing of the Maus Museum,
filled with Oldenburg's own "ray guns," pieces of
trash in the familiar shape of Buck Rogers's stream-

/2
1

91. Claes Oldenburg. Proposal for a Facadefor the Museum of Contemporary Art, Chicago,in the Shape of a Geometric Mouse. 1967. Crayon
and watercolor on paper, 10 x 16W (26.7 x 41.3 cm). Collection Claes Oldenburg and Coosje van Bruggen, New York
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92. Claes Oldenberg. Architect's Plan for the Maus Museum at Documenta 5. 1972. Ink on paper, 29
pared by Bernhard Leitner and Heidi Bechinie. Collection Claes Oldenburg and Coosje van Bruggen
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lined, high-tech weapon— found things rather than
bought things. Where the Mouse representsthe selfcaressing urge of American consumer culture, and is
the deity of Woolworth's and Macy's, Ray-Gunrepre
sents its complementary urge toward self-annihilating
violence, and he is the god of Fourteenth Street. This
battle between the Mouse and the Ray-Gun,consum
er culture and gutter culture (which had an earlier ver
sion in Oldenburg's art as the struggle between the
Store and the Street, and also had resonancefor him
with another found myth—the battle between Ignatz
and Mickey), has become for Oldenburg the symbol
ic struggle of American culture: violent energy against
knowing complacency.
Both Lichtenstein and Oldenburg shared the
century-old dream of finding a modern mythology in
the comic strip. But the mythology that Lichtenstein
found and assembled in the failed comics was in a
sensestill paradisiacal:an imaginary folk culture, a co
herent world of stereotyped action that seemed at
once to echo and second the apparently sophisticated
world of avant-gardegestures.Oldenburg's pop myth
ology is, by comparison, almost Hindu in its multiplic
ity, and sinister in its effect. His Mickey is, by turns,
lecherous, benevolent, frightening, and distant, the
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Mad, one alwayshas a senseof the sensibilityof bright
(and largely Jewish) New York boys torn between their
infatuation with pop culture and their knowledge of a
grimmer reality— Siegel and Shuster's revenge on
Superman.
None of that would have mattered had Kurtzman
not also found a genuinely disturbing style for Mad,
one made up in large part of the grotesque crudities
that had always before lurked only on the fringes and
in the lower depths of comic-book art. Superman flat
out on his back (fig. 94), a hole in the boot of his cos
tume, inhabits a world of grimy, cracking walls and
bandaged foreheads— a world of cruel and disturbing
children, galumphing men, and idiotic women. Mad's
grotesques mostly derived from the infantile world of
cheaper comics, and in particular from the work of Ba
sil Wolverton. Wolverton had been drawing the lowest

benevolent overseeingpresencein the temple of shop
ping and the hard, impassive, sacrifice-demanding
deity of the museum— a mouse whose three circles
suggest a thousand faces.
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The decline and relative fragmentation of the comics
after World War II changed the way avant-garde artists
saw them. But they also changed the way the comics
saw themselves.In 1952, Harvey Kurtzman, who had
been, with Al Feldstein,one of the two chief editors at
E.C., decided to give up war comics and begin a new
satiric comic book. The new comic book, Mad (fig.
93), would anticipate and even lend a tone to the
flowering of American satire, particularly in the work
of Lenny Bruce (a figure Kurtzman in many ways re
sembles).Like Bruce, Kurtzman was a creature of pop
ular entertainment—the movies and comics and now
television— and at the same time had a city wise guy's
disintoxicated sense of their utter artificiality. Mad is
perhapsthe first American satiric magazinethat got its
effects almost entirely from the parody of other popu
lar entertainment. There was an implicit knowledge in
Mad that the golden age of comics as a true mass or
folk form — a fixed point of reference for a huge audi
ence— had passed,and that another role for the com
ics might lie in creating a small, unified subculture of
wise guys and shriptzers. Mad became, as Paul Good
man once wrote, the Bible of eleven-year-olds. Mad
seized on the comic books' aura of the illicit, the for
bidden and, instead of apologizing, made it the maga
zine's raison d'etre. Mad was hardly an underground
comic book, but Kurtzman was perhapsthe first to in
sist that the borderline zone that the comics had ines
capably come to inhabit was itself a good place to
be— a place outside the consensus culture. Reading
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93. Harvey Kurtzman. Cover of Mad, 1 (October-November
© 1952, 1980 E.C. Publications

1952).

kind of comics for years— he was most famous for a
cowboy character called Powerhouse Pepper (fig.
95)— in a style that took the slapstick of Fisher and
Herriman and reduced it to a burlesque-house raw
ness. In Mad, Wolverton's grotesques, with their
bandaged faces and dewlapped, unshavenmugs, sud
denly had a new satiric edge. They were no longer
merely the grungy poor relations of the comic-strip he
roes, but symbolsof a truth repressedby the cosmetic,
smooth surface of television and the movies. In the
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94. Wally Wood. Panelsfrom "Superduperman," in Mad, 4 (April-May 1953). © 1953, 1981 E.C.Publications

context of Mad, Wolverton's grotesques were no
longer just the pop forms Hi and Lois sprang from;
they were the people Hi and Loiswere trying to keep
out of the neighborhood. The odd, almost uninten
tional glimpsesof lower-middle-classtruth that had al
ways filled Wolverton's drawing— raw plank floors,
mugs with cigarettes clamped between their teeth—
suddenly became in the context of Mad the bearersof
a larger message:that the carnival of pop culture was
essentiallya slick, dispiriting fraud.
By the mid-1960s, however, this style, popularized
in Mad' s clones, cheapened in Mad itself, had become
the common style of rat-fink figurines and gimmick
greeting cards.And it is there, in the racksof wise-guy
birthday cards (fig. 96), that one first finds the work of
the most singular and original comic artist since Herriman: Robert Crumb.
There was a moment in the late sixties when
Crumb's imagery was so omnipresent that, for many,
it still remains difficult to separate his art from his mo
ment: a generation found its bliss listening to the
Grateful Dead's Workingman's Dead and American
Beautywhile reading Crumb "comix." Crumb's signa
ture imagery belongs not to the high happy point of
San Franciscoculture but to a moment just after that,
to 1968 and 1969, to the retrenchment of rock music
in its country "roots," and the glum recognition by the
counterculture of its future in urban squalor and rural
drudgery. Crumb anatomized the counterculture at a
moment when it had come to recognize itself as fun
damentally unserious, or at least essentiallyimpotent,
torn between a nostalgiafor American rural and ethnic
styles, particularly the Delta and Chicago blues, and
some undefined apocalyptic dream of social revolu
tion. Crumb's comics delineated this moment so per
fectly that many of his old admirers probably find it
surprising that he has gone on drawing, and that, on
the whole, his best work has been made in the past
five years.
Crumb is one of the most relentless nay-sayersin
American art, as convinced as any neoconservativeof
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THE JOKE IS ON YOU!
THIS BANK WENT BROKE
JUST YESTERDAY,AN* THERE'S
NOTH1N* LEFT\ ^

95. Basil Wolverton. Panelsfrom "Powerhouse Pepper," in Tessie
the Typist, 8 (January 1947).© 1947Twentieth Century ComicsCorp.

96. Robert Crumb. I'd Like to Go Out with You (from Monster
Greetings Cards). 1965
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97. Robert Crumb. Drawing for "The Old Songs Are the Best Songs."
14x 17
(35.5 X43.5 cm). Collection Michael Wolff, Paris

the waste and dreck of American popular culture; but
instead of a renewed authoritarian culture he dreams
of an imaginary county in which the lower-middleclassneighborhood of Clevelandor Detroit in the for
ties backs onto a few acres of the MississippiDelta; a
world of sober folk musicians and defeated men in
hats. Plansfor mass resettlement occur, and only half
jokingly, in his notebooks:
Movelargemasses
of peoplefrom all sectorsand classes
of
societyout of cities& suburbs,awayfrom useless
jobs back
to the farm lands— Simultaneously
shutdown all massme
dia, includingtelevisionnetworksand stations,all newspa
pers,all magazines
— Entertainment
industrywill beseverely
curtailed.All amplificationof soundwill be outlawed.. . 62
The Crumb country is located irretrievably in the
American pop-culture past—early jazz, country blues,
suits as thick as carpetsand faces as stoic as masks— a
vision out of JamesAgee and Walker Evans.It is far too
melancholyto be taken as a picture of a good or happy
place; but it is, for Crumb, at least a picture of a real
place.
Next to old styles, Crumb's favorite subject is his
own lechery.The disturbing element of misogyny in

1977. Ink on paper,

Crumb's work is never complacently preening, but al
ways placed in a context of misanthropy, frustrated
desire, and self-reproach. Crumb has an eye for truth
as relentlessin its way as Daumier's and made all the
more incongruous by its insistenceon expressingitself
in the language of Wolverton and Fisher.A realist im
pulse as glum as any in Chicago Depressionliterature is
at the heart of Crumb's work, and remains in tension
with his deliberately secondhand and archaic comic
style. That style is valuable to Crumb not just as a vehi
cle for disillusionment but because it is in itself worn.
"The Old Songs Are the Best Songs" is the motto of
one of his strangest and funniest comic strips (fig. 97).
His deepest hatreds are reservedfor Broadway shows,
art-deco marquees, Swing bands, even rock music—
all of the "sophisticated" or acceptably stylish parts of
pop culture. Like all puritans in art, he is a relentless
tastemaker, and many of his comic strips are simply
moralizing lists of what is decent and what is fake in
American pop culture. He is convinced that all matters
of taste are matters of principle. The comedy of his
work derivesfrom its monomaniacal dependence on a
wistful, secondhand, already defunct comic-strip style
to express this fervent impulse to truth. He loves to

make ranting lists of cautious, warning queries for his
potential

readers— "Are you constantly complaining

V

about this that and the other thing? Are you frequent
ly horrified by reality? Do you find happy people in
tensely irritating? Are you barely able to stand being
alive?" — Phillip Larkin lost in the country

of Basil

Wolverton.
Robert Crumb was born in 1943 and grew up in
Cleveland. He has described his home life, variously, as
sordid, psychotic, and bitter, and the characters of the
family drama — cold unyielding father, drugged and
apathetic mother, hysterically vivacious sister, thwart
ed, cruel, and gifted brother — recur again and again in
his work. "We could always retreat into the wonder
63

ful, wacky world of comic books,"

he recalls glumly;

what Crumb saw in the comics, in those dead picket
fences and Joe Palooka inanities, was an unintention
ally truthful
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vision of respectable squalor. "In the old

days the cartoons just came out of the soup," he has
said. "You can smell the stale bread and boiled cab
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bage as you read."
fected Crumb's
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later style most were Gene Ahern,

E. C. Segar, and Al Capp. Many of Crumb's creations,
from Mr. Natural (who is rooted in a character drawn
by Ahern) to the little cyclops who descends from
Capp's Bald Iggle (figs. 98, 99), derive from these
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comics. But he discovered this grotesque comic style
through Wolverton's work, particularly through its sec
ond home in Mad, to which Crumb recalls being ob
sessively devoted. Eventually, Crumb was offered a job
in New York by Kurtzman, who had long since left
Mad and was then working for Hugh Hefner. (Crumb
was offered a job doing backgrounds for Little Annie
Fanny.) Crumb was distressed to find Kurtzman turned
/«"
3

into Hefner's clown;

in a 1985 notebook

would scribble to himself: "Don't

65

Crumb

99. Robert Crumb. Drawing for "What Gives." 1974. Ink on paper,
11 x 13
(28 x 35 cm). Collection Michael Wolff, Paris

let what happened

to Harvey Kurtzman happen to you!!"

The alliance

hallucinogens, and the drugs that had for Aldous Hux
ley unlocked the gates of Eden, unlocked for Crumb
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98. Al Capp. Panel from Li'l Abner, November
16, 1955. © Capp Enterprises, Inc. All rights
reserved
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between

progressive satire and rapacious sexual li

cense, which had for so long seemed a natural alli

visions of the little domestic circuits of hell. His vision
was filled with the recapitulated comic imagery of his
childhood,

only this time seen as nightmare

rather

than dulling anaesthetic.
[I experienced]a sort of hearkening back, a calling up of what
G. Legman had called the horror-squinky forces lurking in
American comics of the 1940s. I had no control over it ... a
grotesque kaleidoscope, a tawdry carnival of disassociated
images kept sputtering to the surface
[Once] we found a
drab unnamed store which was filled with remaindered old
magazinesand comics with the covers torn off. The comics
were all Brand X, low-grade stuff from the Post-Warera ... a
nickel apiece
I studied these funny books closely.. . . Lurid
funny animals that tried to look cute but weren't lived in a
callous savage world of cold violence and bad jokes, exactly
as FredricWertham and G. Legman had said. They were very
much akin to the nightmare visions spinning out of my fe
vered brain.
Crumb also recalls that "it was during this fuzzy pe

ance, suddenly looked to the puritanical Crumb merely

riod that I recorded in my sketchbook

pathetic, and he returned, defeated, to Cleveland.

characters I would be using in my comics for the next

Then, in the middle of 1966 Crumb began to take

all the main

ten years: Mr. Natural, Flakey Foont, Schuman the Hu-

HE* WHAT'S
FOR LUNCH ->

man, the Snoid, EggsAckley, the Vulture Demonesses,
Shabnothe Shoe Horn Dog. It was a once in a lifetime
experience, like a religious vision that changes some
one's life, but in my caseit was the psychotic manifes
tation of some grimy part of America's collective
unconscious."
Crumb's characters are rarely memorable or even
particularly individualized, beyond the funny names.
They are interesting not as invented personalitiesbut
as projections of his own fears. Crumb's genius is for
imagery,voicing a Depressionrealism in the hallucina
tory language of the cheap comics. In his pages the
moment of vision that he had found in 1966 was re
lentlesslylaid out and repeatedly elaborated; a genre
of drawing that had before been seen simply as part of
an undifferentiated mass of harmless pap entertain
ment got played back as urban blues, absurdist night
mare, direct confession(figs. 100-103).
The element of consciousprotest in Crumb's comics
is addressedlessto the social system, which is always
imagined as unavoidably malignant (its opponents are
imagined as insanelynaive), than at the previous style
of comics. Crumb's style is clearly a protest against the
florid banalities of the superhero comic book. The
same set of clichesthat Lichtensteinhad celebrated as
a whole folk style only a few years before were now
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seen as just part of a larger culture of lies.
Crumb is an uncanny caricaturist in the most oldfashioned sense, and uses the same intently crosshatched, dark manner to draw straightforward,
subdued images of lost rural rectitude, as in his por
traits of old bluesmen. Crumb's drawing is built
around a constant tension between his chronicle of
the grotesque and his search for the authentic. The
BasilWolverton line in Crumb is turned to realist mel
ancholy, which works best when it is applied to sec
ondhand imagery, as in his copies of figures from
Krafft-Ebing's PsychopathiaSexualis(fig. 105). In his
best drawing, old, fantastic comic styles are reimagined as descriptivestyles.In an extraordinary drawing
from 1970, Crumb adapted one of the central fantas
tic images of Romantic art, Fuseli's Nightmare, and
used it as the armature for a mocking image of his girl
friend and his own libido perching above her (fig. 106).
Fuseli'sstyle,which had servedso often as the basisfor
Gillray's leap into imaginative cartooning, here returns
as the parodic basisfor a new kind of ironic, confes
sional realism.
Crumb's drawings are a fan's notes, a peculiarly in
tense and personal extension of the general new spirit
of comic-book connoisseurshipthat grew up in the
seventies.A new comic-book culture came into being
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100. Robert Crumb. Panelsfrom "Mr. Natural in Death Valley," in
Zap, 1 (November 1967). © 1983 R. Crumb

101. Robert Crumb. Panelsfrom "Schuman the Human," in Zap, 1
(November 1967). © 1983 R. Crumb
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102. Robert Crumb. Cover of Uneeda Comix (July 1970). © 1983 R. Crumb
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that, far from passively consuming whatever new
products the D.C. and Marvel assembly lines turned
out, instead showed an obsessive,tender concern for
old comic-book styles and history. This new subcul
ture— the subculture of the fanzines, and comic-book
conventions— was often, ironically,granted by liberalminded people, and particularly by committed leftists,
an authenticity that had alwaysbeen denied to the ob
jects of its attention. To many people, it seemed that
the real folk culture lay in the informal celebration of
the ersatz, manufactured pop culture. One formidable
student of popular culture wrote, in praiseof this new
subculture, that the kind of attention it gave to its ob
jects was "essentially unpolluted by the greed, the
arrogance, and the hypocrisyof so much of our intel
lectual life," and was also "certainly outside the stream
of our computerized conformity, and unmanipulated
from above." These lines occurred in a 1973 book
called The Fanzines; their author was FredricWertham.
It was only in the early eighties, when he began to
publish the magazine Weirdo, the semi-official news
agency of the Crumb family, that Crumb found a way
to make this style work consistentlyfor his storytelling;
the hallucinatory imagery he had first envisioned in
1966 became domesticated, depressed,slowed down
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103. Robert Crumb. Panels from "Mr. Natural Visits the City," in
Zap, 1 (November 1967). © 1983 R. Crumb
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Crumb.

Drawing

for cover of Weirdo, 9. 1983. Ink on paper, 14 x 17V8" (35.5x43.5

into a series of confessional memoirs—the homme
moyen sensuel at home in California with a new wife
and a queasy purchase on respectability.In the past
decade,Crumb has been writing a seriesof stories and
covers for Weirdo that are the most complicated and
interesting things he has ever done (figs. 104, 105).
One strain in this new work is grimly, relentlesslyreal
ist; a seriesof pseudo-documentaryrecountings of life
with the Crumb family; his wife Aline, and his daugh
ter Sophie, whose childhood Crumb is recording in a
style at once tender and suspicious.He has even illus
trated Boswell's London Journal. The connection to
Boswell, however improbable, was touched with gen

cm). Collection

Michael Wblff, Paris

ius, for Boswell's artistic problem and Crumb's are
alike: how to convert self-absorption into a comedy of
egoism that will seem universal. Crumb's answer was
to present his own story as folk tale, popular narrative,
burlesque humor— as a comic strip.
The tradition of rethinking grotesque and fantastic
stylesas models of truth is a long and noble one; as we
have seen, it is the great theme of the caricature tradi
tion. What is distinctive in Crumb is that the grotesque
style is treated so matter-of-factly. Crumb shows us a
world that looks as if it had been made in the imagina
tion of Basil Wolverton, yet presents it as a simple,
stubborn, inarguable truth. Crumb identifies not with
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106. Robert
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The Nightmare.

1970. Ink on paper, 14

18W (35.7 x46.6 cm). Collection

Kathy Goodell, New York

the urbane and self-consciouslystylishcaricaturetradi
tion but with older traditions of peasant art, in which
archaicfolk form and closeobservationare inextricably
mixed. In one of his notebooks from the 1980s he cop
ied out a passagefrom a book about Bruegelwhich he
obviously applied to himself. "Although Bruegel was
famous in his own lifetime, the archaic tone of his im
agery and his refusalto adopt the idealizedfigure style
evolved by Italian Renaissanceartists had, in sophisti
cated circles, an adverse effect on his reputation."
The pervasive depression that is the overwhelming
emotion in Crumb's art is alleviated by a strangely
tender regard for the rectitude of cartooning.
Although he is the grandfather and the leading
figure of the underground comics, very few of his fol
lowers have ever attempted to take his backwardlooking style seriously. The underground cartoonist
essentiallyaccepts the post-Disneycartoon; its speed,
its impatience, the cheerfulness of its quick, graphic
enthusiasm. Crumb transformed comic style into a
slow, dragging net in which all the navel lint and dust
of the world is caught and scrutinized. Insistently ba
nal, his art protests all the enforced cheerfulness of
American official style. He despisesthe cleaned-up,
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107. Philip Guston. Head and Bottle. 1975. Oil on canvas, 65

perfect surface that is the beau ideal of all American
popular culture. And yet he has a deep and touching
faith in the truthfulness of the low, grotesque style
that evolved in the margins of that culture.
Crumb, as much as any appropriation artist, usesa
style as borrowed and secondhand as an old hat; yet
he believesthat his is the one true and authentic hat,
and he wears it not with a dandy's flair but with a
Mennonite's stubborn faith. It is the improbable pas
sion and fervor that Crumb brings to his archaic style
that gives his work both its intense conviction and (as
he knows very well himself) its monomaniacal absurdi
ty. As passionatelyas Blakeconvincing himself that the
cheap neoclassicalprints on which his imagination fed
could picture eternal cosmicforces, Crumb regardsthe
carnival of comic-book grotesques that he saw in his
moment of vision in 1966 as a permanent legation of
the American collective unconscious.Recastinga gro
tesque style as a realist style, Crumb has also been try
ing to remake a decrepit pop style into an authentic
folk style, with the underlying melancholy knowledge
that what he would achieve in the end could be only a
private and poetic—that is, a modern—style.

x 68V2"(166.4 x 174 cm). Private collection

108. Philip Guston. Strong Light. 1976. Oil on canvas, 8OV2x 69" (204.5 x 175.3 cm). Collection Mr.
and Mrs. Harry Macklowe, New York
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In 1966, at the same time Crumb was experiencing his
moment of vision and revolt, another and larger revolt
against an entrenched and cheerful lie of art had just
begun, larger than Crumb's revolt in its scaleand ulti
mate achievement and yet oddly similar in its visionary
intensity and in the formal language of protest it
would choose. In 1966 Philip Guston gave up abstract
painting. Guston, who was born in 1913, had be
longed to the generation of American painterswho in
vented Abstract Expressionism,but he had found his
style and fame a few yearsafter Kline and de Kooning
and Pollock had found theirs. For a long time that
seemed part of his good luck. He belonged to the
fifties, not to the forties— to a time when the fight for
abstraction had been won and American abstract
painting could begin to become placid and luxurious
and even a little complacent. He was a slow-motion

action painter, with a hesitant, watery, aquatic touch:
reaching for analogies, people saw reeds and clouds
and pond lilies in his pictures. He was a famous and
inspiring teacher, and even those people who privately
thought that he belonged to the second string of
American abstraction recognized something fastidious
and incorruptible in his work.
Then, in 1966, Guston began an agonized, violent
repudiation of his own art. "American abstract art is a
lie, a sham, a cover-up for a poverty of spirit," he
wrote, "a mask to mask the fear of revealing oneself.
... It is laughable this lie. Anything but this." He be
gan to draw and paint a repentant catalogue of all the
mundane objects that had been excluded from his art
for the past quarter century: old shoes, rusted nails,
mended rags, brick walls, cigarette butts, empty win
dows, naked light bulbs, wooden floors, faces with
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109. Philip Guston.

Chair. 1976. Oil on canvas, 68 x 8OV2" (174 x 204.5 cm). Private collection

day-old stubble. His fluent style became halting, and
soon the figures in his once high-minded drawings
and paintings came to look like the charactersin those
same comic strips of the thirties and forties—the guys
at Our Boarding House, the bums in PowerhousePep
per—that Crumb was devouring and reimagining in
his psychedelicecstasy.
Guston came by this style, in part, as genuine recol
lection. He had begun his careeras an artist, a quarter
century before, with a series of heavy-handed and
oddly ineffective protest cartoons that featured hood
ed Klansmen improbably placed in de Chirico-like pla
zas.Yet these odd figures remained stubbornly fixed in

Guston's imagination, and he searchedto invest them
with meaning throughout his life. His moment of crisis
in the mid-sixties is often interpreted as a desire to
reattach art to life—a move toward "realism" and the
"figure" over "abstraction," but the truth seemsvery
different. What Guston needed, like so many dam
aged and visionary old men, was above all a private
style. And by themabstraction had become irrevocably
public: the official style of a staggeringly successfulart
culture. What is most striking in the seriesof drawings
that Guston made in 1966-67, and that are generally
held to herald his decisiverepudiation of abstraction, is
not how real they look, but how uncrowded.

110. Philip Guston. Mesa. 1976. Oil on canvas, 64 x 115" (162.5 x 292.1 cm). Courtesy David McKee Gallery, New York
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The hooded figures returned, but now as Beckett
tramps rather than W.P.A. villains. The Klansmen go
for trips in old convertibles, smoke cigars over break
fast, paint their own portraits, engage in fingerpointing arguments, lie awake in bed at night. Busy
ness and enterprise and hopelessnessare inextricably
bound up together. Their pathos, like that of Goya's
monsters, lies in not knowing that they are monsters.
As time went on, the storytelling was refined out
of Guston's work. He gave up the Klansmen, and his
protagonist became a stubbled, balding, disembodied
male head with a single, visor-like eye (fig. 107). The
Cyclopsis Guston's self-portrait, but it seemsto derive
from a motif from the comics of the forties: Al Capp's
Bald Iggle. (Who has in fact two eyes, but is almost
always shown in profile, with one large, questioning
eye. In Li'l Abner it is the Iggle who leavespeople un
able to speak anything but the truth.)
By the last years of Guston's life, even the Cyclops
had been eliminated. Immobile knots of legs and pipes
and ladder are laid out against an infinite, promising
horizon which may be a melancholy recollection of
Herriman's paradisiacaldesert. Two motifs in particular
came to be of supreme importance for Guston: the
naked light bulb, dangling from its segmented metal
chain— a light and a noose at once—and the insect
like assemblage of naked, hairy legs with oversized
feet turned up to reveal the cobbled, nailed sole (figs.
108, 109, 111).
While Guston's late work remained embattled, his
admirers understandably played down the origin of his

imagery in the comics, afraid, perhaps, that the pic
tures might be seen merely as an exercisein painterly
Pop. (They were also rightly afraid of seeming reduc
tive.) But now that Guston's greatness is taken for
granted, one can see how much not just his touch but
his iconography derive from memories of popular im
agery. Almost all of the catalogue of symbols that
possessedhim in that last decade—the light bulb, the
big, upturned sole, the hairy leg— derive from comic
book sources;the oversize,upturned cobbled sole first
appears in Fisher'scomics, the bare bulb and the stubbled faces each with a cigarette butt planted dumbly in
the mouth appear regularly in the work of Ahem and
Wolverton; the Cyclops,as we have seen, derivesfrom
Capp, while, as Robert Storr has observed, the clown
like gloved hands and skinny legswith big shoesderive
from Gottfredson's version of Mickey Mouse.
Guston would even make these referencesinsistent,
as in his homage to Herriman's endless space called
Mesa (fig. 110). Yet all of this iconography is used
straight; not as a comment on the popular style but as
an extrapolation of its repressed intimations of pain.
Guston put on the mask of Bud Fisherfor the same
reasonthat Beckett put on the deadpan of Buster Keaton. Both artists had the insight to see in a popular
style an undercurrent of dread which could be mag
nified, cultivated, reimagined, and expanded, and still
remain strangely comic, tender, and unpretentious.
In this sense, Guston's work is closer in spirit to the
Johnsof Alley Oop than it is to anything in Lichtenstein
or Oldenburg. The language of American comics be-
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111. Philip Guston. Sleeping. 1977. Oil on canvas, 84 x 69" (213 x 175 cm). Private collection. New York

112. Philip Guston. Pull. 1979. Oil on canvas, 60 x 100" (152.4x254 cm). Private collection

comes a diction for private poetry. Johns and Guston
both emerge in the aftermath of achievement, from
an acute consciousnessof the greatness,at once liber
ating and imprisoning, of American abstract painting.
Yet the dialogue between private and public which
Johnsexpressedas a muted koan becomes in Guston
an absurd expressionisttragedy. Guston never forsook
his gift for pure painting, or his control over "epic" size
canvases.In fact, his late paintings, far from having the
flat or impersonal surfaces of Pop, have an impas
sioned richnessof surface, a mix of butter-cream and
blood, as luxurious as anything in his delicate abstract
pictures. For all the suggestive relationship between
Crumb and Guston, it is here that they are most differ
ent. In Crumb's art, the tension is between Kurtzman

and Superman. Guston's art is built around an argu
ment between Ahem and Goya. (And, in this way,
Guston's art resemblesGoya's; for Goya's art, after all,
was structured by a dialogue between Gillray and Ve
lazquez.) In paintings like the late Pull (fig. 112), the
comic-book images have been isolated, reduced, pur
ified, and made into heralds of death. They display at
once a death-knell feeling for the pathos of the small,
repeated, and segmented stroke—the nails on the
sole,the links in the light-bulb chain struck like a tolling
bell—and also for the grand organ peal, the big, melo
dramatic gesture. Very little art in this century has been
so intensely polarized, but few modern pictures have
made so operatic a casethat painting, as Guston put it
prophetically, long before he abandoned abstraction,
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113. Robert Crumb. Cover of Weirdo, 7 (1983). © R. Crumb
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"is impure. It is the adjustment of impurities which
forces its continuity." Lichtenstein and Warhol had
still had an odd residual and not quite consciousfaith
in a kind of purity, and had invented imaginary pop
universesof clean, unmediated gestures.The intensity
of Guston's faith in the power of impurity produced
paintings that have some of the concentration of great
religiousart. Looking at Guston's work, as Robert Storr
has written, "We confront them now with the same
puzzlement that Guston himself felt each morning
looking at the accomplishment of the night before,
seeing both an image of the familiar, and a vision of
the unknown."
Guston's work, which at first was seen as simply a
little insane, had by the time of his death in 1980 be
come for many young painters something like what
Cezanne'shad been for painters of the generation of
1906: a lost second-stringerof the defunct old school
turned out to be the prophet of a new vision. But Gus
ton was no more an "eighties" painter than Cezanne
was a Cubist. Guston's thoughts and problems and
obsessionsalwaysremained rooted in the feelings that
created New York abstraction. Guston remained loyal
to the primary attitudes and beliefs that produced Ab
stract Expressionism—
all of those attitudes and be
liefs, compounded of Kafka and Kierkegaard and
Beckett and Sartre, that now seem as distant and (in
an era of poststructuralism)as reassuringlyhumanist a

faith as that of Matthew Arnold. It was Guston's con
viction that the absurdity and shame of modern life
obliged the artist to searchfor an authentic style in the
refuse heaps of the old official culture. Truth in the
twentieth century could only be made from spatter
cloths and vaudeville skits and unposted letters. Guston, alone among his contemporaries, at the end
chose the vaudeville skit rather than the spatter
cloth— chose to express his faith in a cycle of muted
and ambiguous parablesrather than in a set of defiant
painterly gestures. The greatness of Pollock and de
Kooning had lain in the dialogue in their art between
existential angst and decorative luxuriance. Guston re
jected the decorative swoon altogether. Only by push
ing his essentiallyliteral gift all the way into the most
banal kind of illustration could he find an original style.
His last paintings and drawings— particularly the
monumental, heart-breakingly direct Pull, where se
pulchral abstraction and four-in-the-morning realism
are inextricablyjoined—are the improbable, appropri
ate end of the pilgrimage of the New York School.
Sometime in the early seventies,someone showed
Crumb's work to Guston, and he immediately recog
nized a mordant companion. Later, in the early
eighties, Crumb saw Guston's work. "It was as though
we had both tapped into this great grungy uncon
sciousness,all the unconscious imagery of the lowermiddle-classAmerica," Crumb said. On the cover of

114. Robert Crumb. Back cover of Weirdo, 7 (1983). © R. Crumb

Weirdo in 1983 (figs. 113, 114), Crumb faithfully cop
ied Guston's stubbled Cyclops head, which he had al
ready drawn years before (fig. 99), and added a
Herriman-derived cityscape in the background. Com
ing from one of the heads is a dialogue balloon. "Oh,
what a fool I've been," Crumb has Guston saying,
"and will continue to be." ("And must continue to
be," Guston would perhaps have added.) Crumb
called the image "A Fine Art Pieceof Business."
For the past twenty years, the comics as a popular
form have been in what seemsto be an inexorable de
cline. The reasons for this are complex: comic-book
fans put it down to the greed and cupidity of the big
syndicates,who have entirely eliminated the full-page
Sundaycomics that were the prize exhibit of the com
ics through the 1960s. At the end of this century the
comics are crowded, three or four to a page, even on
Sunday. The big syndicates have also campaigned
against "continuity" strips in favor of what is called,
contemptuously, gag-a-day.
If the comics, as old as the century, are passingwith
it, what have we made of them and what have they
made of us? If Goethe returned and wanted to know
how fully his hope for the new form had been realized,
what would we tell him? What kind of social cement
have the comics provided for modernity? The artists
who have taken up imagery from the comics have, in

effect, each answered, differently, "I made a sort of
comic strip." For Miro, this meant an escapeinto Eden;
for Lichtenstein, it meant the subtle assemblageof a
formal metalanguage; for Guston, it meant the asser
tion of existential truth against the transcendent lie of
formalism. If there is any larger binding pattern in all
this, perhapswe see it best not in a big generalization
about history but in the history of a tiny motif: the
little dot.
The comics depend on little dots. The revolution in
printing and color reproduction that took place at the
end of the nineteenth century and that made the com
ics possibledepended on the discoverythat cheap ma
trices of primary colored dots, laid one on top of the
other, could reproduce a rainbow of colors. The
American illustrator Benjamin Day was, shortly after
the Civil War, primarily responsible for this advance,
and since then, those little dots have borne his name.
In the 1880s, these mechanical dots existed as a
kind of commercial parallelto GeorgesSeurat'smosaic
construction of pictures. Seurat's little dots became at
once a classicizing response to Impressionist brushwork— evoking symmetry, order, and solemn drum
beat rhythm—and a half-embracing, half-parodic
referenceto popular reproduction. This kind of pointillism eventually became part of the seasoningof luxury
art, its referenceto mechanicaltechnology mostly for
gotten as it enriched Cubism and Fauvismalike.

But the same Benday dots went on doing drudge
work as the drones of cheap color printing, and it was
only when Roy Lichtenstein picked them out from
comic books in the early sixties,and made them so ag
gressivelyevident that they began to play a separate
formal role of their own, that they once again entered
art as a self-consciously"low" form. As Lichtenstein's
work developed,the circle closed,and the artist began
to use his enlarged Bendaydots as an independent for
mal element, a bit of found abstraction with which to
parody and inspectthe solemnitiesof Op Art and postpainterly abstraction,(fig. 116). ,
Then, Lichtenstein'sBendaydots escapedeven from
their liberator, and returned to popular imagery in their
newly enlarged form. They began to take on a perma
nent symbolic significance. Now they are the sign that
says "pop culture" to the world; any magazine cover
or advertisement that includes a visible screen of little
dots is meant to be understood as a Lichtenstein—the
little dots instruct us, all by themselves,to treat the im
age we are looking at as an episode from a pop epic
(fig. 115). What was invisible to the eye thirty years
ago has now become a conventional form as immedi
ately understood as a dialogue balloon.
The pun in Lichtenstein'sparodiesinvolvesa now fa
miliar joke about the likenessof two dreams of a comFROMINDIAN
WALKTOMISSGRIMBLE,
NEWYORK'S
LOSTGEMS

XX

mon language. Only now we understand that the
parody is the achieved common language. The dream
of recovering a common folk culture is futile, and the
comics won't fulfill it; neither will modernist art. But
the joke in the little dot lies in the way that a long his
tory of cultural fragmentation can be condensed into
epigrammatic form and still be meaningful. To call this
simply "irony" is to miss its reach, and its peculiar
equanimity. The common language we have is the
common knowledge that we don't have one, and that
we don't need one to still make sense.
The paradiseof form that Goethe thought the com
ics might provide was, like the paradise promised by
modern art itself, long ago lost, broken into the many
little intractably individual pieceswith which this chap
ter began. What Lichtenstein saw when he looked
closelyat the little dots is what we see when we look
closely at the comics themselves: not a fixed, repet
itive, imprisoning structure, but a mosaic of adaptable
elements,an array of possibilities.If the comics provide
a language, it is a language like any other: an allpurpose code kept in play to say different things at dif
ferent moments. Perhapsour sense of the modernity
of the poetry which can be made from that language
lies in our knowledge of its sudden mutability, of the
way that its elements— the little dots, the long, bare
horizon— can be made to shift in a moment from
drudgery to comedy, or from a landscapeof pleasure
to an interior of dread.
The little dots, like the comics they have come to
symbolize, are not the atoms of a new folk art. But
they're not a deadening full stop at the end of an au
thentic common culture, either. Like the comics them
selves,the little dots are more like an ellipsis within
modern culture, an elusivelink between high and low,
whose meaningswe will have to continue to complete
for ourselves.
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115. Gary Hallgren. Cover illustration for New York magazine,
March 5, 1990. © 1990 New York Magazine

Though the comics are in many ways the low art form
of our century par excellence,they nonethelessremain
an escape,a diversion,a pleasure,made by identifiable
people for complicated purposes. The comics enter
tain. Yet their history as mass-produced imagery
touches the edge of that other modern invention
whose purpose is not to give pleasure but to create
behavior, to persuade and seduce and even control.
And what modern artists have thought and made of
that invention, advertising, is the next, and the most
complex and demanding, of the storieswe haveto tell.

116. Roy Lichtenstein. Magnifying Glass.1963. Oil on canvas, 16 x 16" (40.6 x 40.6 cm). Private collection
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out the reproduction, near the end of
this chapter, of JamesRosenquist'seighty-sixfoot-long painting F-111 (fig. 213), we seem
to be confronted with the visualequivalent of
this century's primal scream—a "yowling dis
charge," as Robert Hughes called it, that
spews forth all the totems and bogeymen of
our time. Leisureand amusementsare run on
with death and destruction, and smiling, per
oxide youth is encased beneath gleaming chrome, as
saulted by a colossalengine of doom, and overlapped
with the trivia and confected nourishment of consum
er life. And all this is arrayed in the unmistakable
vocabulary of advertising, the great shaper of con
sciousnessand fabricator of myth in the Western na
tions in our century. The lurid colors, glamorized
rendering, bizarre juxtapositions, and drastic transfor
mations of scaleall seem components of the capitalist
economy's dream machine, here gone haywire.
How did we get to such an image? The same ver
nacular of advertising, in
the lessdisembodied phe
nomena of shop win
dows, electric signs, and
posters, was already the
happy slang of the 1920s,
celebrated by an art mag
azine in a montage of
comedy, excitement, and
urban pleasures(fig. 1). It
was the same mother
tongue of commerce
Georges Seurat felt gave
Paris its particular accent
in the 1890s, and that the
Cubists saw as a lexicon
for puns and other word
play in the early teens—

And that hostage knows too much: taken away from
the ideal realm of disinterestedcontemplation, the im
ages of advertising threaten to enslavepeople to arti
ficial desires,and transform even the most sacrosanct
and intimate aspectsof our experience into commod
ities. Or so one version of the story goes. In modern
art, many of the most inventive wielders of images
have seenthe situation differently— believing in adver
tising as a liberating power, for example, or seeing in it
a wealth of techniques and materials artists could
draw upon with profit. But in any and all its versions,
the story of modern artists' responsesto advertising,
and vice versa, is the most complex and tendentious
of the various histories this book addresses.This gives
us even more reason to treat it as a series of stories
about individual artists, from Seurat to Duchamp to
Rosenquist,with many others in between, and about
specific kinds of posters, billboards, and displays.Ad
vertising has no more been a monolithic, unchanging
presencein modern life than modern artists have been
an organized lot with a
common purpose. In or
der to understand the
ways advertising has inter
acted with modern art, we
will have to chart some of
the different things it has
been—to see the differ
ent forms it can take in
any one period, and ex
amine the shifting as
sumptions and intentions
that have governed its
changing
appearances
acrossthe decades.
A part of this story has
already been told, when
we dealt with logos and

the come-on carnival cry of publicity that writers such
as Guillaume Apollinaire and BlaiseCendrars hailed as
the poetry of the age. And advertising has spoken in a
broad variety of dialects, not just waxing grandilo
quent, but also offering the laconic propositions of ob
ject displays,the tiny, crowded chatter of mail-order
catalogues,and the sly persuasionsof magazine picto
rials. Where did that pervasive,multifaceted language
come from, what has it had to do with art— and,
above all, how have we moved through the kaleido
scopic dizzinessof the 1920s montage to Rosenquist's
hallucinatory billboard? Thesequestions require a con
sideration different from any we've given to other as
pects of popular culture, becauseadvertising has had
such a singular role in constituting modern society.
Advertising, after all, is not an upstart poor neighbor
of painting and sculpture, one that annoys like graffiti
or amuses like comics. It is a powerful rival intent on
controlling the ground. Supplied with lots of money
and abetted by a steady stream of crossovercollabora
tors, advertising aspires to capture the power of the
image, which art had thought its own most basic ally.

slogans in the chapter titled "Words." Now we will
concentrate primarily on imagery and objects. Espe
cially since the advent of new technologies of photo
mechanical reproduction in the later nineteenth
century, advertising has yielded an overwhelming
flood of imagery, in posters, billboards, catalogues,
and newspaper and magazine pages, that has at
tempted to make things— light bulbs, tires, auto
mobiles, clothing, and so on—arresting, memorable,
and desirable. But it has also altered, or asked us to
reconsider, the forms of the things themselves; by
strategies of display and transformation— changes in
scale, patterns of arrangement, or devicesof packag
ing— advertising has acted to change our apprehen
sion of the real objects we acquire and use. This story
of images and objects is a composite woven from dif
ferent strands, involving the tiniest snippets of printed
matter and the showiest spectaclesof masscommuni
cation; violent intrusions of color into the vistas of the
city and the landscape, and quiet catalogues in cozy
parlors; or lowly hardware in' shop windows, and
chrome-decked machines exported internationally. It
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ADVERTISING

runs the length of the century, paralleling and often
crossingthe path of modern art's development, to cre
ate a tandem history of great hopes and profound sus
picions, high spirits and abject cynicism, that puts the
independence of the individual imagination itself in
play against a shifting array of strategies designed to
intrigue and seduce the modern mind.
Before 1900

2

Apologists like to argue that advertising is universal
and ageless—that the Christian cross, for example,
was essentiallya forerunner of the corporate logo, and
that the Olympian gods were products of the same
strategy of personification that brought us Speedy
Alka-Seltzerand the Frito Bandito. But in fact modern
art and modern advertising were born together in the
late nineteenthcentury.In the 1870sand 1880s,at the
same time that Impressionist and Post-Impressionist
painters in Parisbegan to break away from the official
Salon exhibitions, new laws and altered economic
forces made posters, billboards, and newspapers
freshly obtrusive presencesin their city. And almost im
mediately,in the late 1880s and early 1890s, advertis
ing began to be involved in the development of
modern painting, when Georges Seurat developed a
fascination for a particular kind of illustrated poster.
If we ask, Why Paris?,the answer is relativelysimple.
Many other cities experienced a similar expansion of
advertising, in this same period or even earlier. But few

were so marked by the illustrated poster, and none
had such a contingent of avant-garde painters, bent
on capturing the look of modern life. If we ask, Why
around 1890?, the answer is more complex, and re
quires a little historical background. It's not that adver
tising didn't exist in Parisbefore the second half of the
nineteenth century. By 1700 the first newspaper ad
had appeared, shop signs were already a crowding
problem, and posting was on its way to being one.
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3. P. Edmonds. Rue de la Colombe. c. 1870. Photograph.
theque Historique de la Ville de Paris
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4. Charles Marville. Rue Tirechapps. c. 1865. Photograph.
theque Historique de la Ville de Paris

Biblio-

3

4

LA MARQUE

tmm

5. Eugene Atget. Rue Saint-Jacques.1906. Photograph. Bibliotheque Historique de la Ville de Paris

Moreover, this story, like most stories about modern
society, picks up decisive momentum with the French
Revolution. The rights of citizens to post and publish,
opened up in 1789, were soon made subject to gov
ernment regulation and then (when private enterprise
began vigorously posting ads in the early nineteenth
century) to taxation. These first steps established a
complex choreography of contending interests that
shaped the development of advertising down to Seurat's day, and that continues to shape it now. Govern
ments typically maintained an interest in controlling
the publication of information, both in newspapers
and in posters. But as capitalism and industrialization
accelerated their transformation of the European
economies, a broadening array of citizens engaged in
commerce wanted to attract customers and expand
their affairs through advertising. And officials both lo
cal and national not only shared this general desire to
foster business,but held a particular interest in encour
aging those activities likely— as posting and publishing
were— to provide substantial tax revenue.
These contending forces engaged in a dance of ex

pansion and restraint that was well practiced by the
1850s (fig. 2). But it was the changes of the next half
century—the changes that differentiate walls photo
graphed in Parisin the mid-century decades(figs. 3, 4)
from those we see in other views around 1900 (figs.
5-8) —which modernized the businessof advertising
and set it on a course to intersect with the develop
ment of modern painting. The earlier photographs
show both the architectural fabric of old Paris,in the
narrow streets and small squares of self-enclosed
neighborhoods, and the commercial fabric, in the
painted notices for shops and enterprises in these
buildings or the immediate area. In the later images,
such notices still exist, but they have been bracketed by
different kinds of ads, big (as for LU biscuits [fig. 5])
and small (the rash of posters collaged on the wall
[figs. 6-8]), that are signs of the way the city, the
nation, and its businesses had been transformed
since 1850.
The big ad for a small product was a distinctive sign
of the times. The business-mindedNapoleon III boost
ed the growth of the railroadsand mandated a system
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6. Ruede Viaigues, Paris,1907.Bibliotheque Historique de la Ville de
Paris
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of new boulevards in Paris.And as these made both
goods and people more mobile, the businessof selling
one to the other changed: no longer an affair of habit
ual clients and immediate passersby,solicitation had to
reach beyond a particular neighborhood or city to a
widely dispersed population of potential buyers. This
was the dawn of citywide and national publicity for
things that were "on saleeverywhere," especiallycan
dy, liqueurs, and other products aimed at a general cli
entele. The notion of a nationwide cookie with a brand
name— like LU, which was the brainchild of a baker
from Nantes, in I860 —and the appearance of huge
ads for it in everycity are symptomatic of the new mer
chandising. In 1866, recognizing these commercial cir
cumstancesand the advent of more large-format ads,
the government markedly reduced the taxes on post
ers and made these tariffs proportional with size.
The mid-century years were also the era of the first
large department stores, and the specialstylesof con
sumption they promoted. Just off one of the new Pari
sian arteries, the master merchant Aristide Boucicaut
establishedAu Bon Marche, the store that was the in
spiration for Emile Zola's Au bonheur des dames
(1883), and the trial ground for commingling several
new approaches in salesmanship.The Bon Marche
stocked an unprecedentedlybroad variety of merchan

dise, and innovated by publicizing limited-time or sea
sonal promotions and special discounts. Along with
rivals like the Samaritaine, it created a larger super
structure of sales above the small, neighborhood
shops as surely as the expanded metropolis invaded
and supersededthe old "city of a hundred villages."
The clustering of smaller posters in these later pho
tographs, however, tells another tale about the econ
omy of advertising itself, more specificallygermane to
Seurat s eventual interest. The Second Empire wanted
to encourage business,but also to control commerce
in all things, including the flow of information and
opinion. Accordingly, it censoredthe pressand obliged
all those who posted notices of any kind to register
themselvesand submit their work to the authorities for
advance approval. These restrictions discouraged the
entry of small posting firms into the field, and favored
the domination of public advertising by larger compa
nies (the head of one such firm boasted in 1880 that
he could have a given advertisement posted in 35,937
municipalities within five days)8 It was the lifting of
these obligations for licensing and review, under the
ensuing Third Republic,that opened the floodgates for
the more widespread, heterogeneousadvertising Seu
rat saw on Parisianwalls at the end of the century.
It took nearly a decade for the Third Republic to
come to terms with the consequencesof the Empireending defeat by the Prussiansin the war of 1870, and
the uprising and suppressionof the ParisCommune in
1871. But when the Republic'sparliament finally voted
amnesty for the Communards, it also voted in close
concurrence the important liberalization of publishing

7. Eugene Atget. Rue des Petits Peres, c. 1900. Photograph. Bib
liotheque Historique de la Ville de Paris

9

8. Eugene Atget. Impassedes Bourdounnais. 1908. Photograph. Bibliotheque Historique
de la Ville de Paris
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9. Painted notice, Paris, 1989

rights that we discussed(in the chapter "Words") in
connection with the newspapers the Cubists used in
their papiers colles. More literally than any other, that
law left its mark on Paris: the painted notice defense
d'afficher, loi du 29 juillet 1881("Posting Forbidden,
Law of 29 July 1881") is still the commonplace inscrip
tion on walls all over the city (figs. 9, 10). From this
evidence we might assume that the law barred post
ing, but the reverseis true. While its primary purpose
was to lift censorshipfrom the press,it also eliminated
registration and prior-approval requirements for post
ing, made it a crime to tear down or deface posters,
and gave both building proprietors and municipalities
clearer control— for banishment or for sale of rights—
over posting on their walls. Not for the first, and cer
tainly not for the last, time, the issuesof civic liberty
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10. Painted notice, Paris, 1989

and commercial expansion were knotted together in
this liberalization.
The timing was propitious: new freedom for adver
tising coincided with a new rash of things to advertise,
and new technologies with which to do it. Not just in
France,but in every country with an expanding indus
trial economy (especially the United States), the last
few decades of the nineteenth century saw a sharp
swing from the traditional method of selling certain
basic commodities as bulk goods, via the bins of local
merchants, toward the sale of brand-name packaged
goods— a move by manufacturers to market directly
to purchasersin controlled units, without the vagaries
of middlemen. The change from the proverbial cracker
barrel to the Uneeda biscuit box (the American equiv
alent of LU's brand approach, launched by Adolphus
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Green of the National Biscuit Company in 1886), and
the advent of Ivory Soap (1879) and Quaker Oats
(1877), are symptomatic examples; but there were
countless more every year in the 1880s and 1890s,
each requiring a name, stylized logo, and campaign
of publicity that would attract the customer's
preference.
In this field of opportunity, advertising deployed
new advancesin printing. The first great boon to the
industry of public advertising had been the invention
of lithography in the early nineteenth century, which
allowed easier experimentation with type styles and
weights and swifter production. But printers only
started producing successful multicolor lithographs
in the 1830s, by overprinting with separate stones.
Innovations in this use of color, and advances in the
photographic adaptation of images to gravure and
lithography processes,yielded a huge boom in illustrat
ed posters in the 1880s and 1890s. This kind of colorimage poster was popular throughout Europe, but it
became an especiallycentral staple of the French ad
vertising business,and remained so well into the twen
tieth century. Extensiveuse of such postersestablished
the French as the leading proponents of a style of
commercial persuasionthat stressedimage over text,
and paid seriousattention to questions of artistic mer
it.' 1The proliferation of these posters in Parisalso fos
tered the first crossovers between modern art and
advertising.
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Though academic circles continued to regard color
printing as a corruption of the graphic arts until the
turn of the century, independent painters and enter
prising dealerssaw the potential here for a new kind of
art, with an expanded market. Chromolithography
seemed made to order for the numerous PostImpressionist artists who admired Japanese wood
block prints and favored flattened, silhouetted planes
of unmodulated hue. And by the 1890s artists such as
Toulouse-Lautrecand Bonnard (fig. 11) had elevated
the artistic status of the poster format, while dealers
such as Ambroise Vollard had begun to promote
"original print" art posters that passed directly into
connoisseurs'hands via limited-edition portfolios.
For the later history of modern art, though, the
more germane questions are not about these fine-art
productions, but about the way commercial posters
changed the look and feel of the city at large. Street
advertising had been a part of Parisfor generations, in
painted walls, shop signs, and wooden palisades.Yet,
as a host of pre-1880 city views by Monet, Manet,
Degas, and others attest, it had been something a
painter of the city could readily ignore. By the 1890s,
however, the changes in commerce, the law, and the
technology of the poster had conspiredto make poster
advertising a much more prominent, indeed virtually
inescapable,aspect of Paris.In an article on "The Age
of the Poster" written in 1896, the conservativewriter
Maurice Talmeyr argued that this "media blitz" was in
fact the visual signature of the epoch. "Nothing is real
ly of a more violent modernity, nothing dates so inso

lently from today," he said, "[as] the illustrated poster,
with its combative color, its mad drawing, and fantas
tic character, announcing everywhere, in thousands of
papers that other thousands of papers will have cov
ered over tomorrow, an oil, a bouillon, a fuel, a polish
or a new chocolate."
The unprecedented speed with which the paper im
ages appeared, became faded and vandalized, and
then disappearedto be replaced by new ones, seemed
to Talmeyr to reflect all that was accelerated and un
certain in modern life, "in the way the instability of wa
ter reproduces, and adds something to, the trembling
of leaves." Exaggerated mirror of a deformed world,
the garish color poster absorbed, he said, "not only the
rapidity, but also the acuity and the cruelty" of con
temporary existence, "in order to play them back like
bizarre crieswith phonographic distortions." Other ep
ochs, with a slower, more ordered social life, had their
architecture; fin-de-siecle France had its posters—
alas! And as to the messagesthis torrent of paper con
veyed, Talmeyr penned an indictment whose echoes
would be heard down through a long lineage of com
plaints against the insidious force of advertising:
[Theposter]doesnot sayto us: "Pray,obey,sacrificeyour
self, adore God, fear the master,respectthe king " It
whispersto us: "Amuseyourself,preenyourself,feed your
self,go to the theater,to the ball,to the concert,readnovels,
drink good beer,buygood bouillon,smokegood cigars,eat
good chocolate,go to your carnival,keep yourselffresh,
handsome,strong, cheerful,pleasewomen, take care of
yourself,comb yourself,purgeyourself,look after your un
derwear,your clothes,your teeth,your hands,and take loz
engesif you catch cold!"...And isn't that, in effect, the
naturaland logicalart of an epochof individualism
and ex
treme egotism?Isn't that just the modernmonument,the
papercastle,the cathedralof sensuality,
whereall our culture
and aestheticsensedoesn'tfind anythingbetterto do than
to work for the exaltationof well-beingand the ticklingof
the instincts?Architectscan keepbuildingchurches,just as
rhetoric professorscan keep making Latin verse! They're
working,both of them, with dead languages,and the true
architecturetoday,the one that growsfrom palpitatingam
bient life, is the poster,the swarmingof colorsunderwhich
the stonemonumentdisappears
likeruinsunderteemingna
ture.. . . Triumphant,exultant,brushed,posted,torn up in a
few hours,and continuallysappingour heartand soulby its
vibrantfutility,the posteris reallythe art, andalmostthe only
art, of this age of feverand laughter,of struggle,of ruin, of
electricityand oblivion.
Talmeyr,a right-wing Catholic, saw the seductions
of these postersas destined to erode the disciplinethat
kept the massesin their place. The beckoning women
of modern advertising were to him only the resur
gence, in newly vulgar and excessiveform, of the spirit
of the gargoyles and grotesques of older art. But
where such older forms had been limited and avoid
able, advertising assaulted without respite and over
rode one's will to resist. All Parisians,without asking
for it, thus came to have a perpetual Moulin Rouge
cancanning away in their minds. And this constant in
citement to self-concern and pleasure would, our au-
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11. Pierre Bonnard. La Revue blanche. 1894. Lithograph, 31
24W (80.7 x 62 cm). The Museum of Modern Art, New York. Abby
Aldrich Rockefeller Fund

thor felt, wave a red flag before the "beast" of the
weak-minded lower classes. Reaching back twenty
years for a still-fearsome memory, Talmeyr warned:
"Paul Bourget tells the story of a barmaid, a certain
'Nini-Petrole,' who got herself made a nurse under

the Commune, and wound up shooting the priests on
the rue Cujas [a notorious massacreof hostages].The
poster is like that girl. She's at the beer hall; we'll see
her on the rue Cujas."
Talmeyrwas in no doubt as to the evil genius who
had let loose this malign force: "The creator of the
poster— of that kind of poster— is Cheret, and never
has there been a creator more exclusivethan he. He
did not renew or perfect a genre, he invented it. The
poster, such as it gladdens or scandalizesour streets
now, did not exist before him, and nothing even fore
told it." Yet this is the same fountainhead of modern
depravity—Jules Cheret, the reigning originator as
both designer and technician of the color poster of the
fin de siede—who was the object of Georges Seurat's
admiration. Seurat'sfriend EmileVerhaerenwrote that
the painter "adored" the "genius" of Cheret, and was
"charmed ... by the joy and gaiety of his compositions.
He studied them, hoping to decipher Cheret's expres
sive methods and to ferret out his aesthetic secrets."
Seurat was so taken, in fact, that he persuaded his
mother to collect these posters. His contemporaries
recognizedan affinity between Seurat's later paintings
of city life and Cheret's imagery (figs. 12, 13); and, as
Robert Herbert has shown in convincing detail, these
later paintings, Le Chahut of 1889-90 (fig. 14) and
The Circusof 1890-9 1 (fig. 15), in fact borrow directly
from Cheret. The high-stepping chorus dancers of Le
Chahut, and the spritely acrobats and clowns of The
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12. Jules Cheret. Folies-Bergere: La Loie Fuller. 1893. Lithograph, 48Vix34Vi"
(123.2 x 87.6 cm). The Museum of Modern Art, New York. Acquired by exchange
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Circus,have near direct sourcesin Cheret posters,and
both paintings show a general debt to his distinctive
manner of articulating postures and evoking agile
dynamism.
Such borrowings are logical given Seurat's new
found concentration, after 1888, on the areas of ur
ban entertainment Cheret's posters often advertised;
and Cheret was in many sensesan obvious choice. By
the end of the 1880s there was nothing unusual about
thinking of him as an artist—and, by dint of his techni
cal skills with new printing processes,a particularly
modern one at that. Cheret was the king of postermakers, a Chevalier of the Legion d'Honneur whose
studio was frequented by connoisseurs such as Edmond de Goncourt and artists like Rodin. Long before,
in the 1850s, he had begun as apprentice to a printer
in England,where he may have absorbed influencesas
diverseas those of the vaporous landscapesof Turner
and the bold, crudely colored posters of touring cir
cuses.His move back to Parisand the establishment of
his own shop, in 1866, had been the crucial starting
point for the expansionof poster advertising in France.

Beginning in the later 1860s, he had developed a spe
cial process for producing complex sheens of color
from the three-stone separation processthat allowed
chromolithography to expand its range of subtlety
enormously. This success,and his gradual elimination
of black from his posters of the 1880s, were achieve
ments very much in line with Seurat's aesthetic.
Nonetheless, Cheret remained an odd choice for
Seurat in several respects.As opposed to the popular
broadsidesSeurat, like Courbet and others before him,
had previously admired, Cheret's posters were a so
phisticated, urban, manufactured form, with no hint
of the rude naivete of folk art about them. And by fo
cusing on them, Seurat bypassed a whole politically
motivated realm of poster-making and graphics that
we might suppose would have been more consonant
with his anarchist ideals. In the eighties and nineties,
Theophile Steinlen, Willette, and others associated
with the artistic circle around Aristide Bruant in Montmartre embraced the slang and mannerisms of Paris
lowlife as the natural vocabulary of bohemian dissidence, and practiced a graphic art whose caricatural

13. Jules Cheret. Les Girard: L'Horloge Champs-Elysees.1879. Lithograph, 22% x 17" (57.4x43.1 cm). The
Museum of Modem Art, New York. Acquired by exchange
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14. Georges Seurat. Le Chahut. 1889-90. Oil on canvas, 67V8 x 55W' (171.5 x 140.5 cm). Rijksmuseum Kroller-Muller, Otterlo

harshnesswas part of its critical tenor. That art was
grounded in an apparent devotion to an authentic
working-class culture. Cheret's work on the other
hand was not just commercial, but giddily so. From the
1870s on, his posters for soaps, oils, cough drops, cir
cuses, concerts, and so on were all variations on his
signature motif, of figures with animated contours and
butterfly-wing colors in situations of levitating, plea
surable excitement. His elongated female figures, the
so-called cherettes who apparently set a fashion for
working-class women in Paris,gave rise to countless
imitators and were instrumental in fostering the ro
mance of the fun-loving, perpetually flirtatious parisienne who was and still is a staple of the touristbrochure Montmartre.
Seurat had never ignored the frivolous, fashionable

aspectsof his day; but his earlier ambition had been to
freeze such manners into gravely static permanence—
to make a woman in a bustle, for example, take on the
columnar geometry of a caryatid. When he painted
Bathing, Asnieres in 1884 and Sunday Afternoon on
the Island of the Grande Jatte (fig. 16) in 1886, he
looked back to Renaissancemasterssuch as Pierodelta
Francesca,and beyond them to the measured rhythms
of the Parthenon frieze, for the proper models by
which to embody a mixture of arcadian calm and stiff
ennui. But Cheret had a wholly different pantheon of
admired masters.His greatest love was for Tiepolo, es
pecially in the aerial dream worlds of the Venetian
master's ceiling paintings, and Cheret's path through
the Louvre veered toward the elegant and amorous
canvases of Watteau and Fragonard. From these

15. Georges Seurat. The Circus. 1890-91. Oil on canvas, 6'1" x 59W (185.5 x 152.5 cm).
Musee d'Orsay, Paris

sourceshe drew a vision of modernity that was rococo,
and concerned with the gossamer rustle of evanes
cent, shot-silk pleasures—but from which the courtly
wistfulness of the eighteenth century had been ban
ished in favor of a permanent carnival frivolity.
On the evidenceof Le Chahut and The Circus,it was
precisely these "lightweight" qualities, in a double
sense, that Seurat wanted to draw from the poster
master. Cheret's feel for a "floating world" of up
turned line and airborne leaps provided a formula for
the levity of entertainment. But more than that, his re
lentlesslyanimated, shadowless, nonstop pep—what
Verhaeren called "the joy and gaiety of his composi
tions" — held a note Seurat wanted to work with. In

16. Georges Seurat. Sunday Afternoon on the Island of the Grande
Jatte. 1884-86. Oil on canvas, 6'9"x10 'W (205.7x305.8 cm). The
Art Institute of Chicago. Collection Helen Birch Bartlett Memorial

17. Georges Seurat. Invitation to the Sideshow (La Parade de cir
que). 1887-88. Oil on canvas, 39V4x 59" (99.7 x 149.9 cm). The Met
ropolitan Museum of Art, New York. Bequest of Stephen C. Clark

this cheery superficiality,Seurat saw the seed of some
thing profoundly true of his epoch.
What Cheret's vision lacked, and what Seurat in
stilled in his paintings, was linear discipline and orga
nizing tempo. In those last images of city life, Seurat
was bent on banishing the still composure, and with it
the bittersweet melancholy of afternoon boredom,
that marked the Grande Jatte and Bathing. In their
place he devised a new mixture of dynamism and dis
traction that dwells on the expressivenessof willfully
artificial gestures, painted-on smiles, and staged per
formance. The Invitation to the Sideshow of 1887-88
(fig. 17) had also dealt with the promotional come-on
of entertainers, but it was about the half-light of show
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18. Posted wall, Paris, c. 1908

business'stattered fringes, with reminiscencesof Daumier's sad clowns and lonely saltimbanques. Le Cha
hut and The Circus present more brightly lit visions of
mercilesslyupbeat performances.
Thesepictures transform Cheret's lessonsinto hardedged caricature, imparting a senseof overwound me
chanical drive that seems alternately comic and
grotesque— Offenbach's Gaiete parisienne played one
turntable speed too fast. We can easily convince our
selvesthat Seurat intended— in the doll-like rictus of
the circusspectators,the well-drilled gaiety of the lockstepped dancers,and the cretinous leer of the custom
er below— a critique of the world of paid pleasures
Cheret's posters so often touted. Yet Seurat seemsto
have been resolvedthat these pictures should produce
a happy feeling in the viewer. The consistent rising
lines and upturned angles in Le Chahut particularly are
demonstration-piece applications of the psychological
theories of Charles Henry with which Seuratwas fasci
nated; and by those formulae, the picture should be
irresistibly exciting and pleasurable. As the Grande
Jatte is both idyllic and sad, ennobling and indicting at

once, so these later pictures deal with staged artificiali
ties that are both enervating and energizing, madly
false and cloying, yet wholly alive with a specifically
modern vitality.
Talmeyrsaw poster advertising as an essential part
of the age, because it had a febrile ephemerality that
reflected the instability of the modern world in the way
water reflected a quaking leaf. But Seurat expressed
the world of posters in terms of a wholly other kind of
modernity, hard, electric, and mechanical. This ma
chine beat, so evident in the dancers of Le Chahut, is
nowhere within any single Cheret poster, but was a
feature of the way posters— especiallythose for com
modities, as opposed to performances—were regular
ly displayed, in repetitious groups that vividly spoke of
mass production (figs. 18, 19). Seurat translates this
new, aggressivestructure of repeat-hit advertising into
the style of the individual image. Where Talmeyrsaw
modern chaos and feared an incitement to anarchy,
Seurat found the terms for a vision of insistent, faststepping modern order, edging over into grinning ri
gidity. And by applying Henry's lessonsand adding this
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repetitive rhythm, Seurat transformed the givens of
Cheret into something more prophetic for modern ad
vertising than was Cheret himself. Le Chahut is much
closer to the notions of programmed emotive re
sponse in the self-styled "scientific" advertising of the
twentieth century than is anything in the original
posters.
It is commonplace to associateSeurat'ssystemof lit
tle dots with the machine age, and Norma Broude has
shown how those dots may in fact have a direct rela
tion to the color-printing processesof his day. But
there is another level of connection with modernity,
and with advertising particularly,that is implicit in the
profit drawn from Cheret. It involves the appeal of
vulgarity. There was something crass and vulgar that
Seurat found singular, interesting, and original in the
performances he painted in the last two works— a
stagey kind of vibrancy that, especially in Le Chahut
with its exaggerated style of chorus dancing, seemed
peculiar to the new urban temperament of the mo
ment. Cheret's work was closely in tune with that
energy. It was, by the classicdefinition, kitsch: a de
graded form of the high art of the past, coarsenedand
mass-reproducedto servethe world of popular enter
tainment in an explicitly commercial way. But Seurat,
one of the most discerning eyesof his day, liked these
posters,collected them, and encouraged others to ad
mire them. Moreover, he found them not merely ap
pealing in a trivial sense,but useful and instructive for
his art. Seurat seemsto have liked Tiepolo's lessonsas
translated by Cheret more than he ever liked Tiepolo's
own art— perhaps precisely because the reductive,

cartoon translation of that aesthetic had a feel of the
moment, and a Tightnessfor the world it belonged to
that was Cheret's original contribution. Such corrup
tions have their own special qualities. They can sche
matize or make more vivid a property only dimly latent
in the original item; and by making that aspect, like a
freed atom, availablefor bonding to other things, they
can spur the creation of new, unexpected syntheses.
Van Gogh, in exactly the same years, also found
something worth using in the "defects" of massproduction images.Trying to portray a woman of Aries
as a secular madonna who would comfort sailors on
the sea(fig. 20), he describedthe colors he had chosen
("...discordant sharps of crude pink, crude orange,
and crude green ... softened by flats of red and
green") as making the work "like a chromolithograph
from a cheap shop." In another corner of the same
domain of public, commercial imagery where Seurat
found the seed of something specifically urban, frivo
lous, and mechanistic,van Gogh found a useful anal
ogy for the look he was seeking, of the rural, pious,
and irrational. And where Seurat respondedto an indi
vidual commercialtalent as bearing the spirit of the city
and the age, van Gogh saw the general, anonymous
character of a mass-production processas appropriate
to his efforts to expressthe quality of an individual. But
in both cases, they saw vulgarity and kitsch— sim
plified sentiments or crude means that were outside
the decorums of painting— as routes to embodying
new kinds of emotional power in their work.
The relationship between Seurat and Cheret inau
gurates the specific dialogue between the imagery of
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19. Posted wall, Paris,c. 1910
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20. Vincent van Gogh. La Berceuse(Madame Roulin). 1889. Oil on canvas, 35
(91 x 70.5 cm). Stedelijk Museum, Amsterdam

advertising and the development of modern painting;
and, with the story of van Gogh's colors, it also be
longs to a broader history, in which advertising has
been a prime participant, of the effects of modern me
chanical reproduction on art in our era. In that larger
field of inquiry, this first case of the poster-maker and
the painter standswitness to an interesting principle of
give and take. We can easily see how the advent of
mechanical reproduction can coarsen our view of the
high tradition of painting, and put modern commerce
into a parasitic relationship with the individual creativ
ity of the past. But Seurat's and van Gogh's initial
brushes with chromolithography suggest two quite
different lessons: that modern reproductive tech
niques may open up, by individual innovations as well
as inadvertent side effects, an independent gamut of
possibilities;and that these may nourish the new in ex
actly the same ways that they betray the familiar.

1900-1920
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The development of advertising as a specializedtrade
had proceeded at an uneven pace in Europe and
America throughout the latter half of the nineteenth
century. In France,when the first firm concerned with
newspaper advertising, the Compagnie Generale des
Annonces, had been established in 1845, its owner
cited "the example of England and the United States,
where this development [of advertising] has attained

x 28Vs"

gigantic proportions." But far from being a proto
type of what we now think of as an ad agency, the
Compagnie Generalesimply leasedand brokered page
space; and French firms made on its model, which
tended to monopolize this corner of the trade, were
consideredan outmoded impediment to development
by the turn of the century. Ad agenciesformed and
prospered more swiftly in America in the last decades
of the nineteenth century and were more active in
cleaning up the image of a businessthat had tradition
ally been dominated by the snake-oiltrade. In the U.S.,
the false claims and flimflams grouped under the
bland rubric of "abuse" of advertising prompted gov
ernment reform (such as the Pure Food and Drug Act
of 1906) and the early formation of professionalasso
ciations to monitor standards and ethics in the trade.
The Englishformed a society "for checking the abuses
of public advertising" in 1893 and passedan advertise
ments regulation act in 1907.32 French advertisers
were slow to follow, in part because, well into the
twentieth century, their ads were still heavily depen
dent on selling nostrums for baldness,flagging virility,
female complaints, and so on. (When severalAmeri
can states passed laws to control false advertising
around 1915, a French cynic remarked that such ac
tion would cut the local business by fifty percent.)
Huckstering put the whole enterprise in bad odor, and
many established manufacturers saw it only as a ref
uge for charlatans.
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Whether or not outsiders scorned it, however, ad
vertising in Europe and America began to take itself
seriouslyas a professionaround the turn of the centu
ry: associations formed, journals began publication
(Printers'Ink in 1888, La Publicite in 1903), and "howto" books began to be more intently "scientific." Nine
teenth-century writers on advertising commonly held
that the way to win the customer was to appeal to his
reasoningfaculties: a potential buyer wanted to see a
"reason why" to prompt his or her purchase,and the
ad simply provided information and addressed com
mon sense.At the same time, few claimed (and most
openly doubted) that such appealscould ever be made
to operate in a sure-fire or systematic way. The con
ventional wisdom held that the consumerwas rational,
but advertising was not.
After 1900, though, books like Walter Dill Scott's
The Theoryand Practiceof Advertising (1903) and The
Psychologyof Advertising (1908), made into serious
doctrine what had already become a strong minority
view in the business:that people were really a bundle
of irrational hankeringsand habits, and that the way to
their pocketbooks was through their suggestibility
rather than their calculating faculties. That point of
view had earlier been confirmed by the successof
P.T. Barnum and his ilk. Scott based his arguments,
though, on more prestigious psychologicalscience, in
the theories of William James'sPrinciplesof Psycholo
gy, and in the statistical studies of behavior associated
with the positivism of Wilhelm Wundt. James's key
notions of the stream of consciousness,the fixation
of attention, and the relation of repetition to habits
seemed to confirm skepticism about the role of will
and reason in human affairs, while the emphasis on
experiment and statisticspromised to set the business
of persuasionon a base of verifiable, proven method.
In the new view, advertisingwas rational, and the con
sumer was not.
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This claim for advertising as a science,with its relat
ed view of human nature as a manipulable entity,
would endure and transform itself in many guises in
the course of the century, and occasion considerable
paranoia along the way. In the immediate context of
pre-World War I advertising, as it cribbed from the
late nineteenth-century thought of Jamesand others,
such progressivethinking tended to mean recourseto
some form of perceptual psychology tinged with na
scent behaviorism.And, with an emphasison irrational
suggestion that privileged images over words, it yield
ed a lingering dependence on a late nineteenthcentury, essentially Post-Impressionist,notion of the
way pictures communicated. Posters with a clear,
dominant patch of color, or ads with imagesand texts
of reductive simplicity, were touted as the sure-fire
means to arrest attention and penetrate conscious
ness. Offering such prescriptions about the most ef
ficient relation of an image to the sensoriumand spirit
of an individual, admen prided themselveson exempli
fying the modern scientific spirit and on following the
lessonsof what they saw as worthy modern art.

The rogue successesof early advertising, though —
the tricks that were made up by manufacturers as they
went along, without benefit of expert counsel— often
have an interest for modernism far surpassingthat of,
say, posters by Cappiello, and other venerated in
stancesof properly arty appeal. The advent of modern
publicity involved a great deal more than vividly col
ored paper; and its relationship to early twentiethcentury vanguard art is not simply a matter of bor
rowed imagery or shared styles,though these abound.
The growth of advertising in the early twentieth centu
ry depended on a constellation of strategies for mak
ing certain objects or products take on vivid livesin the
public imagination; and these efforts had, as artists re
alized, affinities with modern art's insistencethat the
world be seen anew, as well as with its general spirit of
invention and demand for change. These commercial
strategies for attracting attention, fixing memory, or
generally eliciting a desire for novelties were often ar
rived at by wholly "unscientific" or ad hoc means.And
yet, in their disregard for tradition, their wholehearted
embrace of the materials of industrial production, and
their glamorizing of certain promises of modern life,

Bibendum par Bibendum.
21. Illustrationsfrom the catalogueLeJoyeuxBibendum(ClermontFerrand,1923), pp. 6, 9

these improvised public solicitations— in billboards, in
shop windows, in imaginative avatars that stood for
companies, or in prize contests— could seem among
the most potent agents for social change.
Let one such idiosyncratic invention exemplify these
energiesand their impact. We now know the Michelin
tire man, Bibendum, as a chubby-cheekedtourist and
itinerant gourmet. But this fellow has a shady past in
the raw, early years of modern advertising, when he
was an aristocratic rake with Rabelaisianappetites, and
a mercilessly competitive sportsman: he abducted
women, taunted weaker rivals, and, as an adept of
kick-boxing, donned leopard-skintrunks to punch for
ward his non-skid cleated treads (figs. 21, 22, 24). The
circumstancesof his birth are so unlikely and contrary
to rule that they bear recalling.
The tire man's origins date to the 1890s, early in an
age when countless related representative figures
were also spawned (the RCAdog, Nipper, of "His Mas
ter's Voice," for example, first portrayed in 1902 on
the basis of a real pet and an actual incident; or the
White Rockgirl, devisedin 1894; Mr. Peanutcame lat
er, in 1916).38Hisconception began with a phrase,de-

vised by Andre Michelin to sum up the inflated tire's
smoother ride over bumps and stones: "the [pneu
matic] tire," Andre said in 1893, "drinks up the obsta
cle." The next piece in the puzzle came when Andre
and his brother Edouard visited their company display
at a fair in Lyon in 1897. Edouard, an artistically in
clined man and former student of the academic paint
er Adolphe Bouguereau, remarked of a stack of tires
that, with the simple addition of arms, it might resem
ble a man (fig. 23). These two disconnected elements
then cross-pollinatedin the brothers' work with a post
er artist who drew under the name O'Galop. Appar
ently modeling their concept on a beer-hall ad, they
commissioned the image of a man made from tires
preparing to drink a glass full of "obstacles" (broken
glass, nails, and so on). And to complete what then
must have had the character of a private joke, they
gave their man pince-nez glassesin caricatural refer
ence to Andre, and titled the image with a Latin post-
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25. O'Galop. Nunc est Bibendum. 1898. Poster, 17
cm). Courtesy Michelin, Clermont-Ferrand

24. O'Galop. Le Coup de la semelle Bibendum. 1910-1 1 (from a de
sign of 1905); reconstructed, 1987. Stained glass, 9'8
7'11
(295 x 242.5 cm). The Conran Shop, London; formerly the Michelin
Building
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victory exhortation from Horace'sode on the Battle of
Actium, Nunc est bibendum ("Now is the time to
drink") (fig. 25) 40
A pet phrase, a chance fantasy about a rubber
snowman, and an esoteric toast in a dead language—
hardly a recipe for scientific selling. Yet it caught on,
especiallyafter a race driver at an auto rally hailed An
dre, in apparent ignorance of the word's meaning on
that first poster, by the nickname "Bibendum," and
thus gave the tire man a name. At nearly a century's
remove and millions of Bibendums later, we can see
how this idea took life. Instead of working with a
watered-down version of recent high art, the makers
of the Michelin man operated in a way that was inde
pendently modern. They tapped into long-standing
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26. Bibendum figures at Carnival, Nice, c. 1912

sponsored auto rallies, and offered prizes for aviation
feats, including aerial-bombing contests. It also lob
bied for road improvement, establishedthe first con
sistent network of highway markers in France, and
distributed the first seriousguides to motor travel. In
all these activities, the goal was not simply to sell a
product to a waiting market, but to create that mar
ket—to hasten the arrival of a world where people
drove cars regularly, aviation developed broadly, and
where, inevitably,Michelin products would be more in
demand. This involved a social processmore complex
than just the stimulation, or fabrication, of new de
sires. It entailed the encouragement of a world of
events in which the lines between puffery and prog
ress— between what was hype and what was really
happening—became difficult to fix. Car rallies, air

minor traditions of playful symbolization by objectattributes (such as imagesof pan vendors in which the
figure is made out of pans) and into marginal realms
like children's illustrations (such as the Tin Man in The
Wizard of Oz, conceived from funnels and tubes and
drawn by W. W. Denslow in 1900), to come up with a
figure that in a literal senseembodied a new product.
Working with "found objects" and exploiting these
old strategies in a new way, they concocted a "Tubism" well before Fernand Leger's tubular metal
figures of the teens, and made a true "machine man"
to symbolizethe spirit of a new age. (An age, though,
when girth still spoke for unashamed appetite and
conquering pride: Bibendum was, as per Frenchslang,
gonfle— inflated, or full of himself—without apology.)
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Bibendum, made of carriage or bicycle tires before
there were automobiles, came to be the very model of
a motor-age man, at a time when owners of motor
cars were more likely to read Latin. Eventually,when
car ownership became available to a wider public, he
discreetly shed his gold cufflinks and traded in his
pince-nez for driving goggles, to be a more popular
sort. But he was a thoroughly modern advertising form
from the outset, not just in the way he looked, but
above all in the way he was used. The Michelin broth
ers were early masters of publicity in the broadest
sense,with a keen senseof how they might promote
their products in the public consciousnessin a variety
of newsworthy ways. And the memorable figure of Bi
bendum became a key adjunct of these campaigns of
public relations. The early "science" of the ad's effect
on the individual viewer's sensorium, irrelevant to an
understanding of Bibendum's origins, was even lessin
touch with these promotions and sponsored events,
by which the Michelin company, more than simply sell
ing tires directly,expanded its market by increasingthe
general allure of automobile travel and reinforcing the
prominence of the firm. Those kinds of promotional
campaigns are crucial to understanding advertising's
role in emergent modern society,and some key artistic
responsesto advertising's impact.
In the guise of its newfound avatar, the Michelin
company presided over Carnival parades (fig. 26),

27. Gamy. Grand Prix Michelin de I'aviation. 1911,commemorating
a competition held in 1908. Lithograph, 29
(75x37 cm).
Courtesy Michelin, Clermont-Ferrand

races, and the like were certainly pseudo-events, in
tended to exploit a dubious notion of made-to-order
"news" that had itself been fostered by a competitive
pressin quest of sensation to sell. Yet these were real
events as well. The competition they fostered, the
money they injected into the process,and the atten
tion they drew to themselvesgave crucial boosts to the
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28. Robert Delaunay. The Cardiff Team.1912-13. Oil on canvas, 10'8W'x 6'9

progress of the car and the airplane which in turn, to
use a trite phrase that here is true, transformed the
world.
One item that stands for a host of these activities is
the poster of 1911 (fig. 27) that celebratesthe winning
of a grand aviation prize at Clermont-Ferrand (the

(326 x 208 cm). Musee d'Art Moderne de la Ville de Paris

town was Michelin's headquarters, and Andre had of
fered the prize money that made this feat worth at
tempting). With the spire, the plane above, and the
wall with ads below, the image is structurally similar to
Robert Delaunay's The Cardiff Teamof 1912-13 (fig.
28). And the echo is more than superficial, since De-
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29. Bleriot monoplane on display at Le Matin newspaper office, Paris, c. 1910
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launay's picture similarly glorifies aviation, in the air
plane above, at the same time it also honors
advertising. By setting the painted palisadesas bold
planes of color in the background, Delaunay made
clear the way billboards matched his interest in imme
diate, vividly untraditional communication. Moreover,
the idea of advertising as a modern symbolic language
tied to primordial human aspirations is honored in the
emphasison the name astra. (Here it proclaimsan air
plane-construction business,but the primary import of
the enlarged word is its Latin meaning, "stars," as in
ad astra, or "toward the stars," suggesting a reach for
the heavensappropriate to the picture's exaltation of
flight.)
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Billboardsare joined with the Eiffel Tower, the giant
Ferriswheel on the Champ-de-Mars, upsurging rugby
players, and the airplane as parallel expressions of
modernity; and the artist "posts" his own identity by
emblazoning his name in sign-painter's letters along
the background wall. Delaunay seems to have liked
the fantasy of his fame reaching a broad public, as a
part of the visual array of the city, in the same way Pi
casso enjoyed seeing kub proclaimed on the sides of
buildings. Just as the French aviator Louis Bleriot's
flight acrossthe EnglishChannel in 1909 had heralded
a new era in which national boundaries were more
easilysuperseded,and the rugby game spoke for ath
letic engagement between Franceand Britain, so the
inscription new york. paris. . . below the artist's name
suggeststhe notion of an international "trade" in this
."brand."
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The Cardiff Team, like the Michelin poster, cele
brates things tbat were part performance and part
promotion. The foreground event was fresh from the
current sports pages: rugby, a notably rough and
unfamiliar British game, was being transplanted to
France to foster international sports competition, in
the same spirit of vitalist health-and-fitnessawareness,
and stopwatch standardization of athletics, that had
not long before informed the creation of the Olym
pics. The Eiffel Tower behind had been a "sport" of
another kind, constructed only as a giant signboard for

the 1889 World's Fair; and the Ferriswheel beside it
was an even more evident example of advanced engi
neering at the service of crowd-pleasing sensation.
Even France'striumphs in aviation had been a matter
of achievementsthat, like the Clermont-Ferrandarrival
and Bleriot's feat as well, were the direct result of prize
promotions or sponsorship.(The flight over the Chan
nel had been spurred by a prize offered by the London
Daily Mail, though the Parisiandaily Le Matin wound
up promoting Bleriot as a hero in France[fig. 29].) In
sum, the picture positsa coalition among adventurism,
athletics, technology, publicity, and art. And the whole
composite alliance is suffused with the glow of a fair
ground modernity basedon the creation of new thrills,
spectacles, or amusements—things produced either
for their own sake or in hope for profits, but with no
excusein practicality or necessity.
In this and other pictures, Delaunaysought to con
vey a transcendent, even mystical, spirit of his epoch
(in another version his name is replacedon the sign by
the word magic)48 But he seemsto have felt no con
flict— on the contrary, a real partnership— between
these ideals and showy publicity. His general enthusi
asm for the sensationalaspectsof modern life reflects
in part his contact with the Italian Futurists,led by F.T.
Marinetti. Those impatient champions of the world to
come identified progress not only with propellers and
crankshafts,but with the thrill of speed and the glamor
of novelty. And they wanted their art to incorporate
the new forms of power, including those of arresting
mass attention. Marinetti clearly understood the role
of charged symbolism and spectaculargestures in at
tracting adherents. For him as for others of his epoch,
art was a form of propaganda or advertising, a means
to alter consciousnessand promote the triumph of
new social forces. And parallel to the way Bibendum's
rallies and road signs made motor travel happen, the
Futurist program, with its press-conscioustrappings of
staged provocations and intransigent rhetoric, had an
inestimable role in getting modern art rolling, especial
ly in remote venueslike Russia.(One astute Russianob
serversneered in 1913 that Futurist experiments were
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"mere American advertisement.") The pitch became
part of the product in such cases,where the distinc
tions between a genuine modernity and a promotional
one, between real innovation and mere show, seem
problematic at best.
The Cardiff Teamis more specificallylinked, though,
to the vision of commercial "spectacle" expressedby
Delaunay'sclose associateLeger. Writing in 1924, Leger cited the Eiffel Tower and the Ferriswheel beside it
as examples of the modern "object-spectacle" which
dominated Paris. He recognized that "industry and
commerce" had first seized on these forms of attrac
tion, in making a "spectacle" of shop windows and
department stores by "creating an enveloping, press
ing atmosphere, using only the objects at their dis
position." For Leger, these powerful strategies for
capturing the imagination challenged the painter to
rise to their level. Confronted with the enormity of
modern life, the artist had only one choice if he were
to survive: taking everything around him as raw mate
rial for art, he had to "choose in the turbulence that
rolls under his eyesthe possible plastic and scenic val
ues, [and] interpret them in the senseof a spectacle."
And he had to invent, to match the pace of innovation
around him. Mere adaptation to the new forces was
not enough, for "life today never adapts, it createsev
ery morning, well or badly, but it invents. If adaptation
is defensible from the point of view of theater, it is not
from the point of view of spectacle."
Whether this spectacular, promotional aspect of
modern life leads ultimately to socialgood or socialevil
is a separatequestion. In the 1990s any honest answer
as to whether items of progressthat were nurtured by
such promotion— like the department store, the auto
mobile, or the airplane— have been more plusesthan
problems is bound to be at least qualified, if not
fraught with the most deeply felt contradictions. But in
the Western industrialized nations the expansion of
material life along capitalist lines has been a central,
defining factor in the experienceof modernity, for bet
ter and worse; and the hype has been as consistent
and essential a part of that experience as the hard
ware. Contemporary writers have in fact recently
reaffirmed how central the commercial notion of the
"spectacle" has been to modernity. But they have seen
it as the displacement of truth by empty falsehood,
and as the mounting of deceptive distractions from
realitiesbetter confronted head-on. For Leger,as ap
parently for Delaunay, spectacular promotions, from
department stores to billboards to fairground towers,
were an arena of invention from which art could learn,
a way to shake off the old, fix the mind on the present,
and summon the imagination of the future.
Their responsewas not a simple, naive assent, but a
choice among conflicting options. New things, after
all, can displaceor destroy old things, and a character
istic dilemma of modernity from the outset has been
that of the need to choose between having better
roads and keeping more tranquil fields, or between
the brightly colored promises of commercial expan

sion—including billboards— and the preexisting beau
ties of old buildings and agrarian landscapes. That
latter choice was a matter of acute debate just at the
time of the conception of Delaunay's painting, as a
long-running battle against outdoor advertising
mounted to a special pitch of intensity.
In Paris,the desireto control and delimit public post
ing of ads had followed almost immediately on the lib
eralizationsof the law of July 29, 1881, By the early
1900s, battle lines had already been drawn between
the business-minded advocates of progress and the
defenders of historic preservation in the capital, and
between advertisers(or people who liked to leasetheir
land or wall spaceto advertisers)and defenders of the
pastorale in the provinces.(In 1906, at the moment of
Fauvevisions like Matisse's Bonheur de vivre, the first
law establishing nature preserveswas passed; and the
national law of April 20, 1910, was particularly con
cerned to exclude posting on such classifiedsites and
monuments.)
By 191 1, an advertising commentator saw a nation
wide "posterphobia" against outdoor signs, brought
on by the fact that the poster—far from being the
here-today, gone-tomorrow phenomenon of the city
that Talmeyrobserved— had followed the new motor
ing public into every corner of the countryside, and
had set itself there permanently."The principal fault of
the modern poster," the writer said, "is above all its
dimensions, more and more enormous, and also its
permanence, its immutability. If it was formerly a tran
sitional thing, something fugitive and almost discreet,
it has become, by the force of natural laws, the obsess
ing vision our gaze can't ever shakethe habit of, which
pursues the poor traveler in his every move, in all his
innocent pleasures,ever bigger— becauseof the com
petition— ever redder or bluer, following the whim of
its author, like the inept refrain that everyone hums, or
the leit motiv of a Wagner opera."
An angry debate, centered on a proposal to ban all
freestanding signs in the countryside, was waged in
the legislature and in the Parisian press during the
spring of 1912. Rural prohibition, it was recognized,
would make billboard advertising almost exclusivelyan
urban phenomenon, and accelerate the rush for ap
propriate space in Paris. And indeed, in July, when
prohibitive taxes on rural signswere finally passed,the
city of Paristurned its attention to mounting similar re
strictions on its own billboard excesses. In August
1913, a prefectural ordinance sharply hiked the fines
for poster violations set by a 1910 law and extended
the area it covered. Even more severetaxation mea
sureswere being pressedin 1914, aimed at posters in
general and especiallyat large billboards.
Such reaction in Pariswas especiallywell supported
by a long-establishedcommunity of preservationistin
terests (the Commissionfor Old Paris,known as a ma
jor patron of the photographer Eugene Atget, was
founded in 1897). But the tide was turning against
outdoor advertising in England and Germany as
well. And though in America posters were consid-
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30. Fifth Avenue and 108th Street, New York. Photograph from The Mayor's Billboard Advertising Commission (New York, 1913)
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ered a less dominant part of advertising, the compa
nies concerned with them were massive, and their
effect, aided by railroad distribution and electric-light
visibility,was pervasive.(In 1912, American advertisers
spent thirty million dollars on posters, and the Ameri
can Tobacco Company alone used five million poster
sheets annually.) And there, too, recoil against this
force showed up in strength in the years just before
World War I. In September 1911 the state of New York
passeda law prohibiting roadside signs that blocked
the view of official signage or natural beauty, and in
1913 New York City sharply curtailed street-level
signs. The mayor of New York appointed a special
commissionin 1912 to make recommendationson the
excessesof billboards, and its documents (figs. 30, 31)

show that signboardswere a far more aggressivepres
ence in the cityscape during the first decades of the
century than at any time since.
During the years 1911-14, advertising was seen, in
ternationally, as having grown into something mon
strous that threatened the quality of life. Delaunay's
and Picasso'sdecision to pull billboards into their pic
tures (fig. 32) at preciselythis time seems implicitly to
bring their artistic enterprises into at least a limited
partnership with those business-and progress-minded
types who scorned the loversof vieux Paris,and opted
for the new world of paint and paper— "ever bigger
. . . ever redder or bluer" — over that of picturesque old
streets and unadorned architecture. In Picasso'spaint
ing, the city fades away to a pale, uniform backdrop
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for the floating planesof color, the variety of graphics,
and the gigantism of the enormous bottle. And the
young Leger,speaking in 1914 in the immediate after
math of the restrictivelaws, specificallyderided the so
cietiesformed to protect the landscape,sneeredat the
boring municipal walls labeled defensed'afficher, and
identified the billboard— "imposed by commercial ne
cessities," he said, and "brutally cutting off a land
scape"— as one of the elements of shock and contrast
by which modernity was defining itself. He asserted
that "this yellow or red poster, screaming in this timid
landscape, is the most beautiful new pictorial motive
there can be: it knocks down the whole sentimental,
literary concept and announces the advent of plastic
contrast." And, while he allowed that something so
radically unfamiliar could only be appreciated by ad
vanced visual sensibilities,he related the new force of
posters and illuminated signs to those of the car and
the train, as elements of progressthat were relentlessly

Not just the bright colors of the posters, but also the
effect of their contrast with existing landscapesand ar
chitecture, was a fact of modern life, not to be ignored
or quashed. Better such contradictions as the price of
dynamism, he felt, than the narrow monotony of a
compromised status quo. In such conflicts an artist
could find the elements of a new form of beauty, with
the particular raw violence and dynamism of the age.
Delaunay and the Futurists raised anthems to what
they saw as the heroism of modern life, and explicitly
or implicitly subsumed advertising in that music. But
there were many other ways to respond, in part be
cause,as an all-pervasiveaspect of economic modern
ization, advertising was encountered in so many
different forms— not just as color in the landscape,but
as a new look in shop windows, or as catalogue and
newspaper illustrations. The Cubists, for example,
working in exactlythe same years,favored commercial

32. Pablo Picasso.Landscapewith Posters. 1912. Oil and enamel on canvas, 18Vsx 24" (46 x 61
cm). The National Museum of Art, Osaka
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casting old ideas of harmony into the dustbin of
history.
Leger's words bring back memories of an alliance,
since grown less easy, between modern commercial
expansion and hopes for liberating social change. For
him, bourgeois taste connoted a blind unwillingnessto
see the world as it was, and a stultifying desire to
maintain everything— the city, the home, painting,
life— in a static, banal, middle-tone balance. In that
sensethe forces of outdoor advertising seemed pow
erfully antibourgeois. The growth of billboards ap
peared, like the advent of the machine, tied to
"commercial necessities,"and part of an evolution to
ward a new society free from the penuries and preju
dices of the old order. Leger welcomed these aspects
of modernity as others of his generation looked for
ward to war, in deep frustration with what they saw as
the inertia and unjust hierarchiesof the belle epoque,
and with commitment to a life lived more intensely.

notices that spoke of the domain of private consump
tion and amusement, not grand stunts and public en
ergies. Picasso'sLandscapewith Posters(fig. 32) is the
unique exception in this regard. More typical in their
focus on smaller ad sources are Picasso'sAu Bon
Marche (fig. 33) or Braque's Glassand Bottle (fig. 35).
As Rosenblumand others have noticed, Picassoseems
to have been concocting a sly little tableau in Au Bon
Marche, with the quaint illustration taken from an an
nouncement of a lingerie sale at the Samaritaine(fig.
34), a package label from its crosstown rival, and trun
cated letters reading trou ici in the wedge of open
space below. Among all of the Cubists' paplers
colles,Au Bon Marche is one of the boldest direct ap
propriations of a commercial logo; Picassowas appar
ently pleasedto contrast its florid, cursivestyle with the
blunter typeface of the Samaritaine's sale announce
ment. This is also one of the very rare instances of a
figure appearing amid Picasso'sclippings from the
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33. Pablo Picasso. Au Bon Marche. 1913. Oil and pasted paper on cardboard, 9
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34. Advertisement for the Samaritaine department store, from Le Journal, January 25, 1913, p. 9
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35. Georges Braque. Glassand Bottle. 1913-14. Charcoal and pasted paper on paper, 18

press; Braque's inclusion of a large, undisturbed por
tion of a furrier's ad is equally exceptional.Yet even the
ad images in these two works, gaudily declarative in
the context of Cubism, are fairly banal stereotypes of
small-time commerce, trifling and quaintly nostalgic
when compared to the homagesto innovative specta
cles that Leger espoused. They seem to point in an
other direction altogether, toward Kurt Schwitters's
fascination with the bland, empty smilesof the women
in fashion advertisements— an impersonal pleasant
ness that Schwitters lovingly lampooned by setting it
up as a Raphaelesqueideal of a modern madonna (fig.
36). Delaunayand Legerseemto havefelt great excite
ment over the power of advertising to generate things
that were bolder and bigger than the forms of tradi
tional life; and they felt challenged to compress that
force into the compassof a painting. Thesetwo Cubist
selections, and Schwitters's art more generally, re

24

(48 x 62 cm). Private collection

sponded on the contrary to advertising's production of
tiny, minutely particularizedworlds to which art gave a
larger life by strategies of isolation or unexpected
juxtaposition.
The adoption of commercial material by other Dada
artists in the same years offers an even sharper con
trast with the rhetorical monumentality of Delaunay.
The rugby playersof The Cardiff Teamare a long way,
for example, from the nine "malic molds" (fig. 37) that
eventually became part of Marcel Duchamp's Large
Glass(The Bride Stripped Bare by Her Bachelors,Even).
Yet Duchamp's motif also has a point of origin in the
turn-of-the-century vogue for new sports. These
"molds" are derived in part from images of sporting
attire, and for them Duchamp took a page from adver
tising. The source outfits were apparently lifted from a
mail-order catalogue of the bicycleand automobile di
vision of the Manufacture Franqaised'Armes et Cycles
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36. Kurt Schwitters. Knave Child. 1921. Collage, 6

5W (17.1 x 12.9 cm). Sprengel Museum, Hannover

de Saint-Etienne,a publication devoted to feeding the
mania for bicycling that had sprung up in the last part
of the nineteenth century (fig. 38).66
Growing up in a well-to-do family in the provinces,
Duchamp must have felt the fascination of such chil
dren around the industrialized world for this kind of
merchandising device, of which the Sears Roebuck
catalogue was perhaps the grand example (fig. 39);
later, when describing the book of notes for the mak
ing of the Large Glass,Duchamp referred to the docu
ment as "a kind of Searsand Roebuck catalogue."
These densely printed and copiously illustrated surro
gate show windows arrived in countless living rooms
from points beyond the horizon, with a cornucopia of
strange objects and prim figures (fig. 40). Running to
gether page after page of corseted ladies, potions for
intimate malaises, odd cleaning devices, underwear
and hardware, a Sears-stylecatalogue of the date
might solicit from an adolescentbrowser fantasiesthat

mingled material cupidity and sexualdesire.Theseinti
mations needed only to be preservedand transferred
into adult expressionto yield a peculiarly Duchampian
mixture of the inert and the eroticized. The empty but
puffed-out sports suits, for example, without heads or
gestures,provided perfect generic dummies to suggest
the collectively faceless,onanistic bachelor types who
pine in vain for the unattainable bride above, in the
complex- mechano-sexual allegory of the Larqe
Glass68
These books were dreams in waiting, full of stories
that asked to be told. Especiallywhen woodblock or
steel engraving still dominated as illustration tech
niques, salescatalogues hardened, into one fastidious
ly bland style, amazing arrays of things prosaic and
exotic, in a way that begged the active mind to con
struct narratives from their overload of disconnected
information. The British writer E. V. Lucasand his col
laborator George Morris said just that in the opening

/i6"
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37. Marcel Duchamp. Nine Malic Molds. 1914-15. Oil, lead wire, and sheet lead on glass, mounted between glass plates, 26x39
(66 x 101.2 cm). Private collection, Paris
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38. Page from Manufacture Franqaised'Armes et Cycles de SaintEtienne (Saint-Etienne, 1913)

note to the collage "autobiography" What a Life!,
which they created from cutouts of a departmentstore catalogue in 1911: "As adventuresare to the ad
venturous," their note ran, "so is romance to the
romantic. One man searching the pages of Whiteley's
general catalogue will find only facts and prices;
another will find what we think we have found — a
deeply-moving human drama."
They found swans in candlesnuffers, zoo beasts
in long-handled flatirons, floor plans in luggagecompartment diagrams, and hats and monuments in
jelly molds. They then brought these animated objects
into untoward conjunction with stereotyped gents and
ladies, all smugly impassive whether in greatcoats,
gowns, or long johns. What the authors applied to the
catalogue imagery was not so much an eye of fantasy
as one with a preternatural innocence, which by read
ing all too literally could find the bizarre peeking
through the cracks of convention: an empty dress be
came a phantom (fig. 41), glove ribs were horrid veins
on the hand, and isolated accessories of fashion
evoked the horror of severed body parts (fig. 43). The
humor comes not from exaggeration, but from the
forced dislocation of one set of banalities into the com
pany of another: the stereotypical linecuts are spliced,
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and flow over* all parts of the
body.
It can be attached
to
any faucet.
>, each
#1.20

Spongo Holders.

1

Plain

Compression
and
each.

No. 24R7 828
Soap Cups for
thorliuof
the bath, solid brass,
nickel
plated,
finely finished.
.Hanging
rods csn bo adjusted
J so as to fit any tub.
Size. 6x3 Vi
Inches.
InvlgoPrice, each
80c
No. 24 R 7 830 Solid Brass Sponge
Holders.
Nickel plated.
7H inches
In diameter.
Price, each
.. ,
No. 24R7833
Sponge
Holders.
To be used on rlra of bath tub.
Made
of brass, nickel plated.
Heavy, high
grade goods.
Nothing better made.
Price, each.
#1.40

Compression
Bibbs.

No. 584R7878
Co in predion
Plain
Bibbs,
for
tend
pipe.
Made of brass, finished and pol
ished complete.
Size, inct

Price,

Pat
iron
1
85o

Bath

No. 24R7874
Cast
Brass,
Combination
Hot and
Cold Hath Cooks.
plete, ready for use.
Nothing
Price, eaub.

_
Nickel
plated,
better made.

com
#2.iO

,
finished brass.
Size, inches. H
Price, eacb..60u
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t
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39. Page from Sears. Roebuck & Co.: Catalogue No. ///(Chicago, 1902)
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40. Pagesfrom Whiteley's Catalogue (London, 1915)
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THE STOLEN DIAMONDS

WHAT A LIFE!

But at this moment the detective returned,
in a disguise calculated to battle the keenest
observer.

71

lie showed us that the ring was movable,

and drew our attention to the
fact that there were signs of a
struggle.

The contents of the
mysterious bag having
been analysed,

He then showed us the
print of a blood-stained
hand on the wall,

41. Double-page spread from E. V. Lucas and George Morris, What a Life! (London, 1911)

CHILDHOOD

'21

than a headless apparition was seen to
move slowly across the moonlit hall.

lot

WHATA LIFE!

The scene was appalling ; human remains
strewed the ground.

Fortunately I escaped unhurt, although
somewhat badly shaken.
Poor Belinda, her fits were frequent.

42. Page from What a Life!

43. Page from What a Life!
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44. Raoul Hausmann. Dada-Cino. 1921. Photomontage, 12 x 8Vs"(31.7 x 22.5 cm). Private
collection, Switzerland

all too "logically," with the ludicrously conventional
manner of the storytelling (chapter titles include
"School Days," "Travel and Adventure," and "A
Tender Passion"),which was "clipped" in its own way
from the standard fabric of Victorian tales of the
"deeply-moving human drama" of the comfortable
classes.

70
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Lucas and Morris (a frequent illustrator for Punch)
intended their "shilling nonsense" to strike a popular
audience for cheap illustrated books. Instead it gained
a small cult following and has since, with obvious jus
tice, been assimilatedinto the history of Dada and Sur
realism.7' What a LifeI is an early instance of the
recognition, crucial to so many artists of the teens and
twenties, that bourgeois society was producing in
great volume preciselythe petards on which it could
most neatly be hoisted. The vast compendium of de
sires— for health, for beauty, for style, for diversion—
in catalogues like those of Whiteley's or Harrods or
Searsadded up to a panorama of cheerily philistine
materialism, latently replete with the very things it least
thought to include: absurdity, self-satire, and de
ranged logic. Especiallyin the later teens, as the fash
ions in old catalogues became outmoded and the
engraving style a relic of the past, overtones of a de

parted naivete made these volumes inviting prey to
artists with a critical eye for burgher folly.
Catalogues, brochures, and illustrated magazines
were godsends to the Dada avant-garde. Ephemeral,
dispensable,and dismemberable,they rendered ques
tions of draftsmanship moot, and allowed artists so in
clined to put the emphasis where many of that
generation felt it should be: solely on the ideas in the
art. This was particularly true for the Dada artists of
Germany, such as Raoul Hausmann (figs. 44, 45) and
Hannah Hoch (figs. 46, 47). In the context of their po
litically minded critique of bourgeois society,the avoid
ance of "touch" and personality in art was as
imperative as the disruption of pictorial logic and of
scaleconsistency.The availability of a steady supply of
pre-formed photographic images, from ads them
selvesor from the ad-supported press and illustrated
journals, provided them with the ingredients they
needed—generic types of wealth, poverty, glamor,
misery,and stupidity, portraits of friends and enemies,
and ancillary items such as disconnected machines
large and small, corsets, cows, grimacing dogs, over
stuffed ottomans and speeding motorcycles, and so
on ad infinitum.
The Dada artists well understood that this stream of
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45. Raoul Hausmann. Dada Siegt. 1920. Watercolor and collage on paper, mounted on board, 23

17W (60x45 cm). Private collection
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46. Hannah Hoch. The Lovely Maiden. 1920. Photomontage, 13V«x 11

imagery was being aimed at their consciousnessby
the engine of capitalist commerce, and this lent extra
appeal to the exerciseof redirecting it toward the un
settling of that system. Their magazines were full of
self-mocking slogans and promotions ("Subscribe to
Dada: The Only Loan That Brings No Return," or
"Opening of the Great DADA Season"). And the
techniques they often used—especially photomon
tage, and the cutout masking of photo forms—were
establishedtricks of the pressand advertising. They
delighted in turning such strategies,designed to make
communication attractive and efficiently intelligible, to
the exactly opposite end of willful confusion. These
techniques allowed them to combine the disrupting
fragmentation they liked in Cubism with the narrative,
socially oriented content they found lacking in such
hermetic painting—and thus use business tools to
subvert the order of art at the same time they aimed
their art to subvert the normal order of business.
The Cologne Dadaist Max Ernst drew on catalogue
material, however, in a markedly different manner.
The commercial methods and materials that were a
way into the mechanical rush of disrupted modernity
for others, for him offered bridging devicesback to the
dreams and nightmares of childhood. Where Hausmann and Hoch gravitated to current photographic

(35 x 29 cm). Private collection

imagery and lived in the jumble of the chaotic present,
Ernstlooked backward—both to a more artisanalstyle
of commercial rendering, and to the didactic clarity of
schoolroom instructional charts. And where other collagists were active in dismemberment and reformula
tion, Ernst used a passive,enchanted receptivity as a
way to see the marvelous in the banal: he intervened
only enough to coax out of found imagery its potential
for the fantastic and bizarre. In a famous text pub
lished in 1936, Ernstremembered happening upon the
catalogue of his dreams:
OneNewYear'sday,1919,findingmyselfin rainyweatherin
a town besidethe Rhine,I was struck by the obsession
workedon my irritatedgazeby the pagesof an illustrated
cataloguein which figured objectsfor anthropological,mi
croscopic,psychological,
mineralogicaland paleontological
demonstration.I found broughttogetherthere elementsof
figurationso distantfrom eachotherthat the veryabsurdity
of thisassemblage
provokedin mea hallucinatory
succession
of contradictoryimages,double,triple,and multipleimages,
superimposing
themselves
oneoverthe otherwith the persis
tenceandthe rapidityproperto amorousmemoriesand halfasleepvisions
Ernst felt that he needed to add to these pages only
small indications in paint or by drawing— a horizon
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47. Hannah Hoch. Cut with the Kitchen Knife. 1919-20. Photomontage, 44
(114 x 90 cm). Nationalgalerie, Berlin

line, a color, the suggestion of an alien landscape—to
fix the images of his hallucinations, and to "transform
into dramas revealing my most secret desires, what
were previouslyonly banal pages of advertising."
Werner Spies has convincingly shown that Ernst's
account of the rainy-day revelation repeats the classic
trope of the "epiphany" moment, found in the writ
ings of JamesJoyce, as well as in those of Giorgio de
Chirico and members of the Surrealistgroup. But the
book— the Kolner Lehrmittel-Anstalt, a catalogue of
teaching aids from alphabets to anatomical charts—
was real, and a freguent basisfor Ernst's work of the
early 1920s. It contained an astonishing array of mate
rial, dispersed throughout the full-page plates and
sometimes crowded together on one page (fig. 48). If
the department-store catalogue was a universe of
commodities, this was a universeproper, or at leastthe
ideal mental universeof a positivist academic imagina
tion, embracing cultural and natural phenomena in a
leveling rationality of encyclopedic knowledge.
The didactic purposes of the charts required that
they render all lessonswith an equally idealized clarity,
in disturbingly concrete form. The initial "surreal"
work of forced conjunction— of suspending things of
wildly different kinds and scalesin one representation
al matrix had already been done in the Lehrmittel-
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48. Pedagogical charts from Kolner Lehrmittel-Anstalt (Cologne,
1914), p. 194
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Nr. 1G0. Schreiber, Sprach- und Ansciiauungsunterricht.
49. Pedagogical chart from Kolner Lehrmittel-Anstalt, p. 142
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50. Max Ernst. The Master Bedroom— The Bedroom of Max Ernst. 1920.Gouache and collage over reproduction, 67 x 8
Private collection
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(16 3 x 22 cm)
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51. Max Emst. The Gramineous Bicycle Garnished with Bells the Dappled Fire Damps and the Echinoderms Bending the Spine to Look for
Caresses.1920-21. Botanical chart altered with gouache, 29Vi x 39 (74.3 x 99.7 cm). The Museum of Modern Art, New York. Purchase

Anstatt. Like Lucas and Morris in What a Life!, Ernst
made narrative "sense" out of things that had been
juxtaposed but never intended to cohabit. Out of the
crowded menagerie of a page (fig. 49), he could iso
late a bed to make a bedroom, and then create a
forced-perspective "space" to allow an oversize bear,
and an equally undersize whale, to be his bedtime
companions (fig. 50). A group of abstract forms for
geometrical instruction (fig. 52) could be given a simi
larly untoward materiality as a kind of pseudo-Cubist
sculpture (and doubtless as an intentional satire of
Cubism itself; fig. 53). In these instances,he acted not
to take material reality and bend it to his ideas, but to
take imagesthat were intended to elucidate ideal con
cepts such as those of geometry, and treat them as if
they were descriptions of material reality.
From Odilon Redon in Symbolism through Mark
Rothko in the 1940s, artists have found forms to pic
ture the world beneath consciousnessin scientific illus

trations of things below the threshold of vision. Ernst
seemsto have recognized that scalelessimages of mi
croscopic fauna, or cross-sectionalanalysesof unrec
ognizable organisms and geologies, could, if simply
turned upside down or slightly adjusted, become crea
tures of another mental order (figs. 51, 54-57). Where
a more prosaicallyminded student might have asked,
What is this?, Ernst asked, What might this be? His
imagination acted similarly on the more humdrum givens of fashion illustrations. An array of men's hats,
selectively isolated and joined by colored tubular
forms, became an adman's Bibendum-style dream of
commodity-figures, a wittily literal concretization of
the cliche that is the title {The Hat Makes the Man),
and perhaps(asWerner Spiessuggests)a sly dig at the
colors and "Tubism" of Leger's Contrast of Forms
paintings of the teens (fig. 58).77And in an extreme of
fetishism gone awry, a milliner's line-up of ladies' hats
was transplanted to the desert and transformed into a
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52. Pedagogical illustrations from Kolner Lehrmittel-Anstalt, p. 236
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53. Max Ernst. Sheep. 1921. Collage on paper, 4

x6

(11.2 x 16 cm). Musee National d'Art Moderne, Centre Georges Pompidou, Paris
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54. Pedagogical illustration from Kolner Lehrmittel-Anstalt, p. 624
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55. Max Ernst. TheEnigma of Central Europe—Always the Best Man Wins. 1920. Gouache,watercolor, and pencil over reproduction, 5
(15x22 cm). Private collection
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56. Pedagogical illustration from Kolner Lehrmittel-Anstalt, p. 756
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57. Max Ernst. Demonstration hydrometrique a tuer par la tem
perature. 1920.Collage, gouache, watercolor, and pencil over repro
duction, 9Vi x 6 (24 x 17 cm). Private collection
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58. Max Ernst. The Hat Makes the Man. 1920.Cut and pasted paper, pencil, ink, and watercolor on paper, 14 x 18" (35.6 x 45.7 cm). The Muse
um of Modern Art, New York. Purchase
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59. Max Ernst. The Sandworm Attaches Its Sandal. 1920. Gouache and watercolor over reproduction, 4
collection, England
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(11.8 x 50.5 cm). Private
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60. Max Ernst and Louise Ernst-Straus. Augustine Thomas and
Otto Flake. 1920. Photomontage and collage on paper, 9
x5
(23 x 13.5 cm). Sprengel Museum, Hannover

80
segmentedsandworm, a fly, or "terrible solar lips" (fig.
59). Even an imaginary, incongruously domestic shop
window could be constructed to advertise the appeal
of strange dislocations(fig. 60).
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As became even clearer in later collage novels by
Ernst (which, based on illustrated journals rather than
advertising,are beyond our present scope),there were
florid, gothic possibilities lurking in the kind of lineengraved plates that had been a staple of Victorian
popular publishing. But contemporary low-grade
commercial illustration was also the sourcefor a whole
vein of Dada work concerned with a more deadpan,
sardonic humor. The leading practitioner of such work,
around World War I, was FrancisPicabia.
Picabia's object-portraits (figs. 61, 63, 65, 66) are
commonly associatedwith Duchamp's interest in mechanomorphic imagery,and practice a similar debunk
ing association of personality, and sexuality, with
impersonal machine elements (especiallyauto parts,
such as sparkplugs, carburetors, and windshields).
Picabia'ssource here is not the machine objects them
selves, though, but ads for them. Three plausible
source advertisements can be found, for example, in
The Saturday Evening Post for June and July of 1915
(figs. 62, 64, 67). And the style in which Picabiapre
sents them is crucial for their baldly anti-artistic feel.
Both he and Duchamp liked non-virtuoso ways of
rendering, such as the schemas of engineering and
mechanical diagrams —and, in the case of the ob
ject-portraits, an Dr-language of commercial graphics
that persists in cheap ads and inventory-type cata
logues down to the present. This style was not just
"found," however, but selected and imposed: com
parisonwith the source imagesshows how Picabialev
eled them to a common, coarser level of simplicity.
This is the opposite end of the stylistic spectrum
from the loud glamor of outdoor advertising and lacks
even the quaint, dated fascination of steel-engraved
plates; but for certain aspectsof early modern expres-

61. (Left) Francis Picabia. La Poesieest comme lui (Voila Haviland).
1915. Tempera and collage on paper, 25 x 18 (65.5 x 47.7 cm).
Kunsthaus Zurich
62. (Below) Advertisement for Wallace Portable Electric Lamp, 1915

Portable

Electric
Lamp
HANGS
CLAMPS
STICKS
STANDS
ANY
PLACE
ANY
ANGLE

ModelC *2^
Ask your dealer or write us for

10-DAY FREE TRIAL OFFER
LA POESIE EST COMME LUI

A GENTS

selling experience,
write
us for attractive proposition.

ICI, C'EST IC1 STIEGLITZ
EOI ET AMOUR
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63. Francis Picabia. Id. e'est id Stieglitz. 1915. Pen and ink on paper, 29 x 20"
(75.9x50.8 cm). The Metropolitan Museum of Art, New York. The Alfred Stieglitz
Collection

sion it was a more inspirational model. Marketing of
mass-produced products often used such manner of

The Vest Pocket
Autographic Kodak
'
8

with Kodak Anastigmat

lens,/.

7. 7.

64. Advertisement for The Vest Pocket Autographic Kodak camera,
1915

bland, generic idealization, and artists of a certain tem
perament respondedto that non-style as perfectly suit
ed for satiric critique of the inertia of bourgeois
mindlessness,or even as a metaphor for the hollownessof the larger human condition. (The most obvious
instanceof this, though it does not involve a form new
in itself, is the shop-window mannequin. After de
Chirico used mannequins and lay figures in his paint
ings around World War I, they became widely favored
human surrogates.The shop dummy allowed for a hu
man presence that was explicitly dehumanized, and
for the appearanceof the figure without the bother of
anatomy or modeling that usuallywent with it; and it
also had a profitably unstable combination of smooth
ideality and impotent passivity that seemed appro
priate for diverse kinds of imagery of machine-age
humanity, serving pessimists, cynics, idealists, and
prankstersalike.)
Part of the joke involved in the Picabia"portraits" is
the forced incongruity between the inert objects
drawn in this generic manner and the titles conferring

D UNK (FUNK FIl.I.E AMF.RICA1NF
DANS L: ETAT DE Nl'DITE

65. Francis Picabia. Portrait of a Young American Girl in the State
of Nudity. 1915. Ink on paper. Present whereabouts unknown

NEC Pl^y

individual personality,emotion, or sexuality.By reduc
ing to an absurd extreme the basic notion of the ani
mated object or the anthropomorphized machine—
the principle by which Leger made metal men or the
Michelin brothers made Bibendum, and by which Rodchenko would later make a figure from watches (fig.
68)— Picabiaproduced an ironic, disaffected, and de
bunking wit that is the opposite of heroic. But his
"portraits," too, involve a partial parallel between art
strategy and ad strategy. By the time of Picabia's
object-portraits the practice of making objects sell
themselves was yielding, in ads for auto accessories
precisely,incongruities that are just a slight ratchetshift away from his. Michelin, for example, published a
"Theater of the Tire" brochure, in which tales of horror
and woe were associatedwith the vicissitudesof tire
wear, and in which each page featured a tire with an
incongruously dramatizing title, such as "The Martyr
dom of St. Sebastian" or "The Half-Virgins" (figs. 69,
70). Modern advertiserswere aggressivelyengaged in
such efforts to transform and dramatize objects of ev
eryday life. And their efforts provided models of strate
gy that became especiallyrelevant when Dada artists,
Duchamp prime among them, seized on the idea of
making an art of altered or merely displacedfunctional
objects. Duchamp is the crucial figure through whom
modern art's progressbecomesentwined not just with
commercial modes of representation, but with adver
tising's attempts to affect people's immediate relation
to the objects themselves, by strategies of display or
changes in context and scale.
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66. Francis Picabia. Portrait of Max Jacob. 1915.Ink on paper. Pres
ent whereabouts unknown

67. (Right) Advertisement for Eveready flashlights, 1915
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68. Aleksandr Rodchenko, text by Vladimir Mayakovsky. Advertisement for Mozer watches at Gum,
the State Department Store, Moscow. 1923. Printed, 7x6" (18x1 5.2 cm). Private collection
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69. "Les Demi-vierges. . . ," from the catalogue Le Theatre illustre du
pneu par Bibendum (Clermont-Ferrand, 1912)

70. "Le Martyre de Saint-Sebastien: Mystere," from Le Theatre il
lustre du pneu par Bibendum

]arc
M
'1

" :,
Duchamp. Readymade Girl with Bedstead (Apolinere enameled). 1916-17. Painted tin advertisement, 9% x 13%" (23.5 x 33.7 cm)
Philadelphia Museum of Art. The Louise and Walter Arensberg Collection

Duchamp worked in various ways with the material
and methods of commerce. In 1913 he altered a
plaque for Sapolin paint (fig. 71) by adding a small
"reflection" in the mirror of the scene, selectively
blacking out parts of the lower text to yield a new non
sensesentence,and altering the brand name to make

IEV

a sound-alike reference to his friend Guillaume Apollinaire. That senseof the "private advertisement" later
yielded Duchamp's own "house brand": having con
cocted an alternative feminine identity with the pun
ning name RroseSelavy,he fabricated a perfume label
bearing the vamping likenessof his alter ego and put
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Haleine EaU de VOilette 1921 Assisted Read
Ob.:Jx 11.2 cm). Private collection, Paris

perfume bottle with label, in oval box. VAtxVAs"

73. Marcel Duchamp. Box in a Valise.1935-41. Leather valise containing miniature replicas, photographs, and color
reproductions of works by Duchamp, 16x15x4" (40.7 x 38.1 x 10.2 cm). The Museum of Modern Art, New York. James
Thrall Soby Fund

together a package-and-bottle presentation for this
scent, which he called Belle Haleine, Eau de Vollette
(fig. 72). He later produced a Box in a Valise(fig. 73)
that was likely modeled on a salesman'ssample kit and

82

83

74. Marcel Duchamp. Bottle Rack (Bottle Dryer). 2nd version,
c. 1921 (after lost original of 1914). Readymade: galvanized-iron
bottle dryer, 23V4X14V2"(59.1 x 36.8 cm). Private collection, Paris

carried miniature replicas of his whole "line." Du
champ was also in demand as a promoter when it
came to the innovative design of exhibitions and jour
nal covers,and on one occasion in 1944 he and Andre
Breton collaborated to produce a window display,
complete with mannequin, at the Gotham Book Mart
in New York.
His most enduringly disruptive works, though, were
those that consistedof displayingfunctional objects as
art. These "Readymades" (his term was itself derived
from merchandising) included prosaicthings of rela
tively general utility: a snow shovel and racks for dry
ing bottles (fig. 74) or hanging hats; the more esoteric
item of a partially disassembledcattle comb (figs. 75,
76); and an accessoryof more recent invention, a cov
er for one of the newly popular typing machines (fig.
77). For years,these amusementswere only known to
those who frequented his studio, and in most cases
the originals have disappeared, leaving us with only
the artist's later recollections,a few photographs, and
a smattering of reproductive editions to verify this ex
ceptionally influential activity. The first Readymade,for
example, of a bicycle wheel fastened to a stool (as if it
were a wheel-centering mechanismof the kind he had
doubtless seen in catalogues, if not in person [figs.
78-80]), is known to us only through a photograph of
what was apparently its re-creation in New York, and
through later authorized facsimiles. And the one ob
ject which was placed on public view, a urinal dubbed
Fountain and submitted to the 1917 Society of Inde
pendent Artists' exhibition in New York with the signa
ture "R. Mutt" (fig. 81), raisesno lessvexing questions
which William Camfield has recently examined in an

75. Marcel Duchamp. Readymade Comb. 1916. Steel comb, VA x 6Vi" (3.2 x 16.5 cm). Philadelphia Museum of Art. The Louise and Walter
Arensberg Collection
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76. Cattle comb, from Hardware World. November 15, 1920, p. 184

77. Marcel Duchamp. Traveler'sFolding Item. 1964 (replica of 1916
original). Readymade: Underwood typewriter cover, 9
(23 cm)
high. The Ringling Museum of Art, Sarasota,Florida. Gift of the Mary
Sisler Foundation/Mrs. William Sisler

excellent analysisof Fountain's selection, non-display,
and consequencesin later modern art.
One of the nicer twists of history's perversityis that,
while the Duchamp Fountain exists in numerous repli
ca versions,a surviving example of the original type of
urinal has proven impossibleto locate. If it existsat all,
it is now an item of exquisite rarity. Still, we can clearly
define this Readymade'sforgotten place in the com
mercial context from which it was taken. In 1917, this
urinal was to plumbing fixtures what Picabia's ads
were to commercial illustration: the bottom end of the
line. Urinals were of course primarily for institutional
use, and hence not part of the "designer" aspect of a
plumbing company's offerings. But within their group

there were distinct grades, and Duchamp went for the
least prestigious. His selection was a porcelain flatback Bedfordshireurinal, with lip (figs. 82, 83); and on
the scalewhich started at the top with full-length por
celain wall units, only the porcelain flat-back Bedford
shire urinal without lip and the tiny, corner units used
in prisons held a lesser place. This model was cheap
(eight to fifteen dollars at the time), light, and easyto
install; but it was hard to clean, had no water reservoir,
and tended to be unhygienic and malodorous.
If the piece was plebeian, though, the ostensible
manufacturer was aristocratic. Duchamp later ex
plained that the pseudonym Rfichard]Mutt was taken
both from the character in the Mutt and Jeff comic
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78. Marcel Duchamp. Bicycle Wheel. 1951 (third version, after lost original of 1913).
Assemblage: metal wheel mounted on painted wood stool, overall 50 x 25Vi x 16
(128.3 x 63.8 x 42 cm). The Museum of Modern Art, New York. The Sidney and Harriet
Janis Collection
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79. (Left) Bicyclejack, from S. DeVere Burr, Bicycle and Automotive
Repair (New York: David Williams, 1912), p. 133
80. (Above) Illustration from Bicycle News, 4 (October 1915), p. 16

85

Fig. 9.

Wheel Jack

strip, and from the plumbing company J. L. Mott Iron
works. That company fancied its wares the Cadillacs
of the bathroom trade, advertisedon the basisof snob
appeal in places like Vanity Fair, and maintained a
showroom on Fifth Avenue at Seventeenth Street for
its finer retail clientele. But it is improbable that Du-

si Marcel Duchamp. Fountain. Photograph by Alfred Stieglitz, from the second issueof The Blind Man (pub
lished May 1917 by Duchamp, Beatrice Wood, and H.-P.Rouche)

82. (Left) Porcelain flat-back Bedfordshire urinal, with lip; plate
6592-A from Mott's Plumbing Fixtures: Catalogue A (New York:
J. L. Mott Ironworks, 1908), p. 418
83. (Below) Porcelain flat-back Bedfordshire urinal, with lip, from
A. Y. MacDonald Catalogue A (Dubuque, Iowa: A. Y. MacDonald
Mfg. Co., 1912), p. 380

Plate

1570-KH

Mat Back "Bedfordshire"
with Lip

Urinal,

champ saw any urinal in that display,much lessa flatback Bedfordshire.Evenwhen such a piece was (rarely)
reproduced in Mott catalogues, it was consigned to
the very back pages. Moreover the first Fountain may
not have been a Mott product at all. We can count the
drain holes, visible in photographs of the original item,
and their number and pattern do not match anything
in the Mott line; so we are licensed to speculate that
Duchamp bought from a lesser source (the holes
match perfectly with those in the flat-back Bedford-
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84. Constantin Brancusi. Cup II. 1917-18. Wood, 5 x 11 x 9W
(15 x 28 x 24.7 cm). BrancusiStudio, Musee National d'Art Moderne,
Centre Georges Pompidou, Paris

shire of the A. Y. MacDonald Company) and illegitima
tely ennobled the object with the classierbrand-name
association.
Duchamp was later at pains to insistthat the Readymades were carefully chosen so that they would have
absolutely no aesthetic appeal; but Camfield has
shown that those in Duchamp's immediate circle
found something quite appealing— even reminiscent
of the flowing forms of a seated Buddha figure— in
the white porcelain form of Fountain. There also
seemed to be a kinship between the kind of pure,
streamlined forms espoused by modernists such as
Constantin Brancusior Legerand the unselfconscious
ly functional shapes of such banal objects. Brancusi
himself produced a semi-Dada object along these
lines, in his severalversionsof a geometrically purified
Cup (fig. 84). And Edward Weston's photographs of
his toilet, from the 1920s, prove how directly one
could transpose admiration for Brancusiinto apprecia
tion of plumbing.

Duchamp also insisted at the time that it was in no
way absurd to consider plumbing as art. In the avantgarde journal The Blind Man, he published (anony
mously) a protest against the refusal to display the
piece at the exhibition to which it had been submitted.
There he opined that "the only works of art America
has given are her plumbing and her bridges"
a
predictable affirmation of a proper modernist admira
tion for the raw virtues of engineering. (Duchamp may
have covertly stressedthat engineering aspect of the
piece, in the way he signed it and had it photographed
[fig. 81]: this top-first view is the one used to show the
fixture in architectural notation [fig. 85].)
But his statement also has a curious parallelismwith
the way the merchandisers of plumbing promoted
their wares. The front page of the Trenton Potteries

Fi>r. 47
Plan Symbol for Urinal

85. Notation for urinal, from
J.J.Cosgrove,Plumbing Plans
and Specifications(Pittsburgh:
Standard Sanitary Mfg.,
1910), p. 20

Company publication of May 1915 remarked: "Some
one has said that, so far, the great contribution of
America to Art is the pure white American bathroom.
Certainly one of the chief contributions of America to
health and comfort is her sanitary pottery." The dis
play of sanitary fixtures was moreover a developing,
studied craft by this time. Trade journals admonished
that "Artistic Displayof Sanitary Plumbing Facilitiesis
Promotiveof IncreasedSales," and the Mott compa
ny boasted that its showrooms were "artistic and

86. Trenton Potteries Company exhibition, from Sanitary Pottery, 7 (July 1915), p. 8
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87. J. L. Mott plumbing exhibition, from The Plumbers' TradeJour
nal, August 1, 1915, p. 172

beautiful." Booths at trade conventions were judged
"from an artistic viewpoint," and prizeswere award
ed for presentation (figs. 86, 87). Remarkedone such
review of a sanitary-pottery show, flatly: "This display
is a work of art."
In his mock-protest article about the rejection of

Fountain, Duchamp noted that the urinal, like the
bathtub, was "a fixture you see every day in plumbers'
show windows." And explaining Mr. Mutt's artistry,
he said he "took an ordinary article of life, placed it so
that its useful significance disappearedunder the new
title and point of view— created a new thought for
that object." But the little comedy of parallelism be
tween his idea of display and that of the plumbing
manufacturers shows that the notion of the "ordinary
article of life" may be just as problematic as the notion
of "art." This "ordinary" thing that Duchamp selected
had in fact a very specific place in a specializedhierar
chy of style and judgment. In this case as in countless
others, the idea of an inert and undifferentiated "low"
world, which often servesas foil to a notion of high art
as a uniquely complex and dynamic world of discrimi
nations, is clearly false. Duchamp did not reach down
into the clutter of artless functionality and wrest this
toilet up into another realm where people bothered
about aesthetics and decorums of display.The world
of the plumbing fixture was one with developed, self
consciously modern notions of display, which were
concerned preciselywith the notion of giving an object
a new appeal over and above its "functional signi
ficance" (fig. 88). Thinking about toilets as art was an
already existing practice, but till then it had led only to
show ribbons and hardware-trade critique; Duchamp
saw that the same practice could work to make people
think about art as toilets, and made it into a vehicle for
some of the most tendentious and longest-burning in
tellectual debates in this society.

88. VUblcott.Cartoon : "In the slum district of New York City I saw a lavatory as the entire window exhibit, but it was a puller, for the denizens
of that quarter stopped by the scoresto look at it." The Plumbers' TradeJournal, September 1, 1917, p. 282
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Duchamp's found-object sculptures emerged from
within a dense network of avant-gardethinking about
the relationship between things for use and things for
show, and about the intrusion of commonplace ob
jects into the category of sculpture. Picassohad early
on broached the notion of making art from readymade commercial products, in his incorporation of
printed oilcloth, imitating chair caning, in a still-life
painting of 1912. And he continued these experiments
of overlap between handmade representations and
appropriated actual objects in the playful sculpture he
assembledin his studio in 1912-13, involving a paper
figure and a real guitar, and a table with a still-life ar
rangement of a bottle, pipe, cup, and newspaper (fig.
89). In thinking about the possibilitiesof hybrid forms
in his modeled sculpture as well, Picassoseemsto have
been intrigued simultaneouslyby the game of conflat
ing painting and sculpture on the one hand, and found
things and surrogates on the other, often in the same
work— as for example in the Glassof Absinth of 1914,
with its ersatz sugar cube and actual strainer (fig. 90).
In the same line of thought, he seems to have had a
particular affection for making the illusionsof art more

89. View of Picasso'sstudio, early 1913

90. Pablo Picasso. Glass of Absinth. 1914. Painted bronze with perforated absinth spoon,
8 x 6Vi x 3W (21.6 x 16.4 x 8.5 cm). The Museum of Modern Art, New York. Gift of Mrs. Ber
tram Smith

91. Pablo Picasso. Still Life. 1914. Construction of painted wood
with upholstery fringe, 10x18x3
(25.4x45.7x9.2 cm). The
Trustees of the Tate Gallery, London
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clunkily handmade and evident when he opposed
them to the prosaic "artistry" of cheap decorative or
illusionistic devices of non-art manufacture. The im
peccableillusionismof the photoreproduced chair can
ing has this effect in conjunction with the painted still
life, as does the rope frame around that picture, which
echoes a cheap framer's notion of imitating the relief
of a carved-wood frame.
A similar role is played by the add-on strip of ball
fringe that decorates the table edge in the wood Still
Life construction of 1914 (fig. 91). The fringe, the chair
caning, the ornately decorative strainer, and the rope
frame are all degraded commercial imitations of ma
terials and techniques that had belonged to a
preindustrial tradition of craftsmanship. They are
mass-produceditems of show replacing artisanal items
of substance, and Picassoseems to have liked them
preciselybecauseof that. An obvious intent of a piece
like the 1914 Still Life was to confuse the codes of illu
sion and reality—to put an actually projecting table
surface under obviously fake food and attach a fully
projecting blade to an ungraspable knife handle,
against a wall with real but conventionally trompeI'oeil molding. And for someone with that mischievous
intent, the elementsof modern decor—wallpaper, ball
fringe, fake wood, fake marble, and fake cane weav
ing or wood-carving—offered not just useful shortcuts
to representation but elements of an enriching ambi

guity. The dilemma of the thing itself and its overlap
and interpenetration by the thing made "just for
show" was the occasionfor a new form of originality,
and the teasing gambit in a whole new game of code
and convention in art.
The idea of "creating a new thought" for functional
objects was, however, also very much on the minds of
those who sold such commodities, and whose liveli
hood depended on the way they displayed them. In
the period immediately after World War I, trade jour
nals frequently featured new thinking about storewindow display, dealing with what H. Gleveo called
the "power of suggestion by the object." Gleveo,an
accomplishedshop stylist and writer on techniques of
window arrangements, described the "provincial"
style of presentation, which he still found in older
quarters of Paris,as a more or lesspermanent, crowd
ed array of a mixed lot of the things available in the
store (fig. 92). And he contrasted this to the modern,
"Parisian" way, which consisted of isolating an object
or type of object for a dramatized, regularly changing
window arrangement 98The object thus isolated and
featured would take on "a little magnetism, and con
vincing force; it is somehow suggestive, silently but
surely, to the brain of the public drawn to the
window."
Pre-World War I documentation is slim, but it
seemssafe to assumethat, in the numberless passing
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92. EugeneAtget. Naturaliste, rue de I'Ecole de Medecine. 1926-27. Albumen-silver print by
Chicago Albumen Works (c. 1984), 8
(22.5x17 cm). The Museum of Modern Art,
New York

strategies window designers devised to give "a new
thought" to commercial objects, from pots and pans
and tennis rackets to clothes (figs. 93, 98), the kind of
tableau Picassoconstructed in his studio, where ob
jects took on a new life as props in an implied story,

was a staple of show-window technique. And certainly
the seductive and/or disturbing objects given contra
dictory life by the Surrealists following Duchamp's
lead— Man Ray's Gift and Meret Oppenheim's furlined teacup are among the classicinstances(figs. 95,

mils

93. Department-store window, Paris, c. 1926. Plate from Presentation 1927: Le Decor de la rue (Paris, 1927), p. 165

94. Plate from A. Manera, Etalages (Paris, n.d.), n.pag.
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95. Man Ray. Gift. c. 1958 (replica of 1921original). Painted f latiron with row of thirteen tacks, heads glued to the
bottom, 6Vsx 3 x 4Vi" (15.3 x 9 x 11.4 cm). The Museum of Modern Art, New York. JamesThrall Soby Fund
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96. Meret Oppenheim. Object. 1936. Fur-covered cup, saucer,and spoon, overall height 2Va"(7.3 cm).The Museum of Modern Art, New York.
Purchase

96) — W
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made against a daily backdrop of shopplay, with the notion of the mind-arresting

isolation, transformation,

and dramatization of similar

ly banal items (figs. 94, 97). We know that by 1907,
major stores in Paris employed professional window
designers; and in that year one writer on the subject
offered advice that seems artistically ahead of its time:

97. Department-store window, Paris,c. 1925

In many cases[of displaying merchandise], the most risque
contrast givesa very certain effect, even when it finds itself in
opposition with artistic harmony. It can seem strange to ex
hibit, for example, a vulgar leather boot on a cushion of richly
brocaded satin. But the inherent contrast between these two
objects establishesits own attraction.
In the same way, it could seem in doubtful taste to put a
magnificent rosewood piano in a decor representinga wood-
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98. Department-store window, Paris, c. 1926. The Cooper-Hewitt Picture Library, Bonney Collection

chopper's hut. But if the lighting is well disposed, the rudi
mentary character of the hut will, by contrast, put more in
value the luxurious appearanceof the piano. . . .
The hat-maker . T displayshis waterproof hats right in the
water of a miniature waterfall installed right in his win
dow. ... The maker of specialshoes for winter had the idea,
by way of a refrigeration device, to preservea block of ice in
his shop window. Two enormous shoes are placed on the
block, and a thermometer placed inside one of the shoes to
indicate that the interior temperature is not influenced by
the ice.
A thousand other examples of this kind remain to be
cited. ... A lot of merchants,especiallyabroad, have recourse
to the pun or the historical word. Someone told us they saw
in London, in the window of a butcher, a huge piece of meat
on which a plaque was placed reproducing the famous
phrase of Shakespeare: "Upon what meat does this our
Caesar feed that he hath grown so great." And a second
panel said "This is the meat." The crowd laughed
and bought.

Dada and Surrealist work with the secret life of objects
shared with such commercial formats, from the outset,
a search for ways to take inert things and make them
surprising, memorable, and seductive.
The objects represented, selected, or incorporated
by Picasso, Duchamp, and others were the props of a
long-running

joke about mores, codes, and conven

tions. They manifested the uncomfortable
is not predetermined

idea that art

by its subject, or by where or in

what material one finds it, but is a matter of incessant
ly problematic judgment.

This simple "revelation"

of

something that had in fact been true all along is par
allel to other

twentieth-century

Ferdinand de Saussure's rethinking

revisions (such as
of language, for

example) which insisted that meanings the previous
century had taken for granted as "natural"

and fixed

were, in fact, only matters of mutable convention. As a
premise for making or viewing art, this truism admits a
variety of responses, as we will see shortly. But it needs

The advent of professional window designers, many
of them would-be

stressing, in regard to Duchamp's way of pointing up

artists, led by the 1920s to self-

this aspect of art, that not just the Readymades them

conscious emulations of the look of avant-garde art;

selves, but also the notions of display he and subse

and artists like Dali later did windows for stores such as

quent modern artists used to present such objects, had

Bonwit Teller, directly in the line of the provocative

an independent,

stunts arranged for a more limited public in Dada and

everyday modern commerce. If we ignore that corbedy

Surrealist manifestations. (When Bonwit's altered Da-

of parallelism, then we misconstrue the punch line,

Ifs display, the artist rammed a fur-covered

and short-circuit the power of his joke.

through the glass.)

bathtub

parallel life in the show business of

The majority of such later, art-

conscious displays were simply derivative. More impor

The 1920s

tant, they were, in effect, only fancy homecomings for
now-glamorous

notions that had their humble begin

nings in similar windows

long before. The spirit of

Leger also paid attention

to shop windows,

but in a

wholly different spirit. He admired the change from
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99. Fernand Leger. Umbrella and Bowler. 1926. Oil on canvas, 50 x 38%" (130.1x 98.2 cm). The Museum of Modern Art, New York.
A. Conger Goodyear Fund

what Gleveo called the "provincial" to the "Parisian"
style of window display,in which he felt "quality re
placed quantity" as fewer items were highlighted in
specialarrangements. For him this new, "spectacular"
order along the vista of the street was "a very impor
tant event . . . the beginning of a new popular art."
By 1928, he felt that poster advertising had been
eclipsed,and that modern stores,working with the di
rect appeal of their objects, were providing not just
raw material for the artist but accomplished, finished
works. The ability to recognize the art in such artisanal arrangements required an unprejudiced eye,

which would in turn be the harbinger of a new social
order. He wrote in 1924 that: "My goal is to impose
this: that there is no catalogued, hierarchicallyordered
Beauty; that this is the heaviest error there can be.
Beauty is everywhere, in the order of your casseroles,
on the white wall of your kitchen, more perhaps than
in your eighteenth-century salon or in the official mu
seums " He continued,
Theart of storefronts... hastakenon a greatimportancefor
severalyearsnow.Thestreethasbecomea permanentspec
tacleof an alwaysmountingintensity.
Thewindow-spectacle
hasbecomea majorconcernin the

businessof the merchant.A freneticcompetitionpresides
there:to beseenmorethanone'sneighboris the violentde
sirethat animatesour streets.Doyoudoubtthe extremecare
that governsthis work?
. . . Among these artisans,there is an incontestableart,
linkeddirectlyto the commercialgoal,a plasticfact of a new
orderand the equivalentof anyartisticmanifestations
exist
ing, whateverthey maybe.
We find ourselvesbeforea completelyadmirableRenais
sance,of the world of creativeartisanswho providejoy for
our eyesand transformthe streetinto a permanentspecta
cle,infinitelyvariable.I seethe showhallsemptyingout and
disappearing,
and peoplelivingout-of-doorsas if the preju
dicesof the hierarchyof art did not exist.Thedaywhen the
work of the wholeworld of workerswill be understoodand
felt by peopleexemptfrom prejudices,
who will haveeyesto
see,we will truly witnessa surprisingrevolution.The false
greatmenwill fall from their pedestaland valueswill finally
be in their place.I repeat,thereis no hierarchyof art. A work
isworth what it isworth in itselfand a criterionis impossible
to establish,it is a matter of taste and individualemotive
capacity.
. . . Theplasticlife isterriblydangerous,equivocationis per
petualthere.Nocriterionispossible,no tribunalof arbitration
existsto settlethe disputeoverBeauty.
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That last phrase could seem Duchampian, but the
spirit is completely different. Duchamp, in an aristo
cratic and dandyish spirit, used the displayof function
al objects to highlight contradictions, demoralize the
notion of high art, and point up the conventions of
taste that layerand divide society.Leger,working from
a socialistviewpoint, focused on functional objects as
elements of labor and beauty combined, and saw their
artful display as the way to new conciliations, and a
liberating elevation of ignored quality. He believed
that, if working people could remove the blinders of
prejudicefaulty education had given them and learn to
seethe inventive beauty of the new objects, machines,
and displays that they were making every day, they
would not need the alcohol and pandering music-hall
spectaclesthat they sought as distractions from the
hard temper of modern times. The artist's role was
to organize such new forms of beauty and make them
more visible. And it seemscertain that the monumen
talized arrangementsof hats, umbrellas,and other ev
eryday items in shallow spaces in several of Leger's
canvases(figs. 99, 100) were consciouslyconceivedas
a homage to the new styles of display he saw in the
storefront windows of Paris.
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His isolated and aggrandized soda syphon (fig. 101)
was similarly drawn from the world of advertising.
Those in circles close to Leger, such as Le Corbusier
and Amedee Ozenfant, held that such objects of ev
eryday use could embody the true modern spirit of
spare, functional necessity. That outlook could well
have prompted contempt for the art of embellish
ment, or for attempts to provoke new desiresand ren
der things seductivefor consumers.Yet Legermodeled
this image on a newspaper ad (fig. 102), of the kind
advertiserspraised for its effective clarity and immedi
ate comprehensibility (fig. 103). Like the syphon it

self, this image had no novel or original qualities in
1924; as Leger saw, it was stereotypical. But after
1920 he had developed a hard-edge, geometrically
simplified realism; and this change, along with the so
cialist intereststhat helped motivate it, made him alert
to effective forms of mass-audiencecommunication.
An ad that spoke clearly to the people seemed of the
people, possessedof a franknessthat made it a kind of
urban popular art. (Legerwas fond of saying that "the
people are poetic," citing slang as an example of au
thentic poetry, and saying "our painting, that's also a
slang.")
As the merchant did in the shop window,
he needed only to isolate this fragment of poetry from
the lower ranks of commercial imagery and give it a
larger life on the canvas, in order to show its intrinsic
value. The Syphon is one of the earliest instances in
which modern artists paid homage to something they
liked in advertising imagery by using one of advertis
ing s favorite devices—the marked enlargement of
scale,to focus attention on the latent power of an ev
eryday thing that might otherwise pass unnoticed.
In The Syphon, as increasingly in all of Leger's art
after World War I, the insistence on impersonality is
striking. Legerfelt that the beauty of modern life came
from machines and objects, and that the most telling
forms of modern expression— in the circus and in the
new ballet as well as in shop windows—were those in
which individuality was suppressed, and the human
presenceintegrated on more equal terms with the de
cor. The artist's role, too, was not to be a star perform
er, but a kind of choreographer, who would direct the
advent of the objet-spectacle as a modern form.
The generic, everyman-style impersonality he admired,
and painted recurrently— in the robotic forms of the
worker amid poster hoardings in Bargeman (fig. 104),
the Typographer (fig. 105), or in the blank-faced
cylinder-figures of The City (fig. 106), for example—
was both his equivalent for the masked personae of
antique theater and a socialistideal for a rationally run,
machine-age society.111
In The Syphon, Bargeman, and The City, the con
junction of advertising with this ideal of generalized
standardization is exactly contrary to Picasso and
Braque's affection, only a few years earlier, for the
quirky variety of logotypes and brand designs. But the
difference corresponds to historical changes in con
ceptions of what the aims and methods of advertising
might be, catalyzed by the wartime experience of
1914-18, and by the eagernessfor rational rebuilding
after that trauma.

Beginning around 1920, French advertising litera
ture sounds two notes of change: first, a desire, partly
a consequence of the war, to appeal to the masses
rather than the individual; and second, a greater insis
tence on behavioral scienceas a key to success.In La
Publicite in 1921, the inopportunely named JulesLallemand (to French ears it sounds like "Jules the Ger
man") argued that the era of masssociety had arrived,
and that the war had shown propaganda to be the
necessarytool for binding this new polity together.
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100. Fernand Leger. Composition with Four Hats. 1927. Oil on canvas, 8'
Georges Pompidou, Paris

x 6'Vt" (248 x 185 cm). Musee National d'Art Moderne, Centre
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101. Femand Leger. The Syphon. 1924. Oil on canvas,25
and Mrs. Gordon Bunshaft

x 18W (65.1 x 46.3 cm). Albright-Knox Art Gallery. Buffalo, New York Gift of Mr
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102. Advertisement for Campari aperi
tif; from Le Matin, September 12, 1924,
p. 3.
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He followed with articles on "Propaganda and Adver
tising,"
and further articles by other authors ap
peared on "National Propaganda and Advertising"
and "The Organization of Propaganda" in the same
journal in 1923 and 1924.114All stressedthat lessons
learned from advertising's studies could be applied to
solidifying the integrity of the nation. The important
thing was to addressone's appeal to the mass of citi
zens rather than the private psyche. Lallemand called
for a "commercial sociopsychology"that communicat
ed with people in the way the cinema did, in groups,
as social animals.
In this task, advertising would need to depend more
closely on science, and proven technique; and the
source for these new methods was often reckoned to
lie acrossthe Atlantic. America had long been looked
to as the country where the techniques of industry,
and of modern business,were developing most im
pressively;and, in the period of reconstruction follow
ing World War I, those who sought to make the
French economy more efficient and productive often
studied the American system, including advertising
practices.Observingthose practices,a foreigner would
have noticed that, beginning around 1910 (and con
tinuing through the twenties), American advertisers
embraced the terminology and techniques of applied
science more openly and consistently. 16The champi
on of behaviorist psychologyJohn B. Watson was even
made a vice president of the J. Walter Thompson
agency in 1924.117The same developmentswere pro
nounced in postwar France; and, though some French
admen traced the scientific heritage of their profession
in a lineage from Descartesto Auguste Comte, 18the
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103. Advertisement for Kneipp coffee; from
La Publicite. January 1914, p. 35

changesin their conception of the trade, around 1920,
seem part of a broader thrust toward forms of social
engineering that had originated in America, especially
the time-motion methods of labor management devel
oped by FrederickWinslow Taylorand Henry Ford. Ar
ticles in La Publicite made a direct associationbetween
these methods and new efforts to make the effect of
an advertisement optimally efficient.
The same en
thusiasm for these organizational techniques gripped
Russiafollowing the Revolution; and the ultimate ideal
in both caseswas not simply that better methods of
persuasionwould make the nation think as one, but
that, in breaking old habits and forming new ones,
publicity could help base the economy on a more ef
ficient correspondence between demand and supply.
The efforts of Rodchenko and Mayakovsky,which we
looked at in our earlier chapter on "Words," were very
much a part of that effort of rationalization.
Advertising, the very process of public persuasion
that Talmeyrlooked on in the 1890s as baseseduction,
and suspectedof sowing anarchy in the land, was now
looked to by some as a means to establish national
solidarity.In the law of July 29, 1881, the Third Repub
lic had unleashedsocial liberties and the forces of com
mercial advertising together, in a spirit of laissez-faire.
Now, three decadeslater, the hope was that the work
er and the factory owner would join in the benefits of
a technocrat-run efficiency, and that publicity could be
yoked to idealsof masssolidarity. It is impossibleto as
sociate Leger specifically with any of this thinking
about advertising; but his Purist associates,such as
Corbusier, were explicit in their insistencethat Taylorism was a key to human happiness in the machine
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age.

And Leger's idealized, rationalized vision of ad

vertising images, colors, and letters, in conjunction
with a depersonalized type of humanity, suggests par
allel aspirations toward a collective unity linked to the
discipline of standardization.
This was basically an optimist's vision, but Leger was
no pollyanna celebrant of mass culture. He wanted his
art to contend with forces that he recognized as po
tentially oppressive, even devastating, and the positive
aspects of his outlook in the 1920s were wrested from
his experience of the condition of war. World War I
had revealed the conditions not simply of modern cha
os, but also of a ruthless efficiency, and rule of prag
matic necessity, that broke the stranglehold of stifling

I love what they choose to call the state of war, which is noth
ing other than life at an accelerated rhythm. The state of
peace being life at a slowed rhythm, it's a braking situation,
behind Venetian blinds, when everything is happening in the
street where the creator ought to be. Life revealsitself there
acceleratedand profound and tragic. There, men and things
are seen in all their intensity, examined in their every aspect,
stretched to the breaking point
Life today is a state of war, that's why I profoundly admire
my epoch, hard, acute, but which, with its large glasses,sees
clear and always wants to see clearer, whatever that brings.
The fog is finished, gone the half-light, this is the coming of
the state of light. Too bad for weak eyes.
A crucial part of that new era of light, for Leger, was

traditions. The war had laid bare and revised all moral

the advent of a more brightly colored world; and out

and material values, he felt: 121the experience of times

door advertising, a preeminent expression of the wars

when a nail or a shoelace could cost the lives of a regi

of commercial competition,

ment had taught that there was no such thing as a

intensification.

negligible object or person, and had set a standard of

walls, roads, objects became violently colored,"

judgment

wrote in 1937.

by hard efficacy which pitilessly ignored all

niceties of convention.
that followed

he

The commercial competition

the war was equally merciless; but it,

too, created extreme pressures that destroyed preju
dices and old hierarchies, and brought people to focus
with new intensity on every aspect of life. "I place my
self face-forward to life, with all its possibilities," Leger
said in 1925.

was a key source for that

"It was after the war that suddenly

... An unleashingof life forces filled the world ... by the open
window the facing wall, violently colored, enters our home.
Enormous letters, figures four meters tall are projected into
the apartment. Color takes its position . . . economic struggles
will replace the battles on the front. Industrialistsand mer
chants confront each other brandishing color like an advertis
ing weapon. A debauchery without precedent, a disorder

104. Fernand Leger. Bargeman. 1918. Oil on canvas, 18%x21W (45.8x 55.5 cm). The Museum of Modern Art, New York. The Sidney and
Harriet Janis Collection
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105. Fernand Leger. The Typographer. 1919. Oil on canvas, 32x25W (81.2 x 64.7cm).Staatsgalerie Moderner Kunst, Munich

makesthe wallsexplode.No brake,no lawcomesto temper
thisoverheatedatmospherethat shattersthe retina,destroys
the wall
Canwe perhapsput orderin this?
Leger's most encompassing vision of an order for
that world of colors without chiaroscuro was the
monumental The City of 1919 (fig. 106). In a later con
versation with his friend the poet BlaiseCendrars, Le
ger recalled how the place de Clichy, the locale of
some of the largest and most aggressivebillboards in
Paris,had been the site of "the birth of advertising,"
and a key source for his imagery in The City.125 The
memory of those giant panels lives on in the picture's
inclusion of large letters and broad planesof unmodu
lated color, as well as in its mural scale (seven and a
half feet tall and almost ten feet long);
the more
compressedversionsof the same motif (fig. 107) share
this powerful combination of monumental form, bold
hues, and clear evocation of advertising's impact. Yet,
though the picture has a pronounced element of dy

namism in the cinematic overlapping of fragmentary
views of differing scales, it lacks entirely the exhila
rated, skyward uplift of Delaunay's Cardiff Team.
Leaping, athletic heroism has been supplanted by the
descent of robotic figures with a measured tread.
Teameffort has given way to uniformity, and the cor
responding billboard representations of human tor
sos do not speak of individuality and aspiration, but
(in gingerbread-man silhouettes that seem premoni
tory of computer-age signage) of generic, unisex
anonymity.
Something of Seurat reemergesin The City, but not
the Seuratof Cheret and Le Chahut. The manic intensi
ty is gone, along with the insistent smiles, and we re
cover some of the dignity of the GrandeJatte. Seurat's
willingness to see a nobler condition in the grittier and
less prestigious areas of Parisis here, for the place de
Clichy was the raw heart of a quarter of tawdry night
life and working-class residences.But Seurat's feel for
afternoon half-light and melancholy, and his carica-
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106. Fernand Leger. The City. 1919. Oil on canvas, 7'6

(230.5x297.8 cm). Philadelphia Museum of Art. A. E. Gallatin Collection

tural appreciation for the quirky physiognomiesof so
cial style, have been burnished off this Utopian
billboard for machine-age urban life.
The boldnessand variety of this vision are immensely
impressive,but its cinematic syncopation is accompa
nied by an underlying tone that is sober, if not solemn.
Even the stenciled letters, which in Cubism had ap
peared as an appreciation for the do-it-yourself unpretentiousnessof low-grade commercialsigns, here have
been purified into more perfectly geometric forms. The
typeface, like the picture in general, looks to the fu
ture; nothing like this lettering appeared on the bill
boards of the place de Clichy in these years. The City is
not an appreciation of mass advertising as the explo
sive and unregulated force it had been before 1918,
but a vision of the new, ordered presence in life it
could become.
Leger painted The City with a prophet's eye. Delaunay's vision of the modern spirit, by contrast, had been
put together from the recent past (the Eiffel Tower

was almost a quarter century old at the time of The
Cardiff Team).But in neither case was there a simple
equation between the dominant facts of the society
that surrounded the artist and the world created on
the canvas.Francein 1920 was still relatively underde
veloped as a societyof industry and urban centers. But
Pariswas at the forefront of artistic innovation, and
had been for decades; and from this vantage, the fu
ture was visible, or at least depictable, as it was not
from others. In their ability to represent what they
thought of as the spirit of modern life, French artists
depended at least as much on models of artistic con
struction and color that were wholly un-urban and
unconcerned with the iconography of popular cul
ture— the landscape paintings of Cezanne or van
Gogh in Provence,for example—as on the data of dai
ly experience. In America, however, the trappings of
modern material life came earlier and were more
dominant in the major cities, but no new manner of
painting provided an appropriate way to take them on.
Legerand his Puristassociateswere drawn to Amer-

ica as a model for modernity, in the power of its indus
trial forms (grain silosas well as skyscrapers)and in the
promise of a more rational production and distribution
of goods. The United States had also long been re
garded as the homeland of advertising, the society
most attuned to everything commercial. (In Picasso's
costumes for the 1917 ballet Parade, while the
"French manager" holds a clay pipe of the type which
so often stood for the pleasuresof idle reflection in his
cafe still lifes, the "American manager" holds a mega
phone, as a relentlesslyloud carnival barker calling up
the crowd.) American modernists, though, largely
learned to see this through outsiders' eyes.They were
drawn to the work of their European contemporaries
as a model for assimilating and representing the look
of their own society,especiallyin advertising.
The two central exemplarsof this connection, Stuart
Davis and Gerald Murphy, absorbed Leger's geometrized planes of color and monumentalizing simplicity.
But they combined the cafe table and the billboard by
joining that style to a Cubist iconography of the more
private pleasuresoffered by modern mass production
and packaging—cigarettes, newspapers, safety
matches, and shaving razors (figs. 108, 109, 111,
115)— and to a Cubist appreciation for the look of in-
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107. Femand Leger. Study for The City. 1919. Oil on canvas laid
down on board, 31 x 25
(81 x 65 cm). The Swid Collection
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108. Stuart

Davis. Sweet Caporal. 1922. Oil and watercolor

Thyssen-Bornemisza

Collection,

Lugano, Switzerland

on canvasboard,

20

(51 x47 cm).

109. Stuart Davis. Cigarette Papers. 1921.Oil, bronze paint, and pencil on canvas, 19 x 14"
(48.3 x 35.6 cm). The Menil Collection, Houston

dividual logos. Davis'sOdol (fig. 110) or Murphy's Ra
zor (fig. 115), for example, would never be mistaken
for Europeanart of the period. A comparison with the
Leger Syphon makes it clear that the American works
are lessinterested in the classic,generic item of popu
lar use, or in a standardized form of communication,
than in the varied look of product design and brand
identity. Odol has a head-on acceptance of the pack
age design that seems flat-footed on the one hand,
and on the other possessedof a bald power that looks
ahead to later Pop painting.
Davis'sbarly homages to cigarette packs (figs. 108,
109) offer an enlarged, simplified updating of Braque's
and Picasso'splay with bits of the same kind of materi
al. And the slightly later Lucky Strike pulls together a
knot of Europeanand American sensibilities(fig. 111),
The attention to newspapershas its obvious models in
prewar Paris, but the focus here on The Sporting
News, and particularly on its cartoon, adds a layer of
timely appreciation for the worlds of athletics and
amusement combined, celebrating the popular appeal
of both the paper and the comic style;128the result is a
jocular American conjunction of the same forces of
games and publicity that Delaunayhad celebrated in a
more epic, internationalized vein. Davis's casual lay
out and celebration of the immediate pleasures of

sports and brightly colored packaging also make a
telling contrast with Kurt Schwitters's incorporation
of cigarette wrappers, just a year before (fig. 112).
Schwitters's work combines a meticulously balanced
composition, whose architectural rigidity and coloristic
austerity are influenced by Constructivist design, with
an affection for the romance of the imaginary "Miss
Blanche," and for the refined exoticismof the Egyptian
trappings on the label. The garrulous, masculine, and
populist associationsof LuckyStrike suggestan entirely
different temperament; and the choice of the particu
lar cigarette package in the foreground adds an impor
tant element with specificallyAmerican connotations.
The Lucky Strike brand had been launched by the
American Tobacco Company in 1917. Its name had
been revived from that of a cut-plug tobacco firm the
company had bought out in 1905. The thought was
that this name's evocation of the forty-niners gold rush
would have a popular, specifically American appeal
which would counter the pseudo-aristocracyof Ches
terfield, and the exotic overtones of Camel. And the
target-like design, punchy and no-nonsense, was ar
rived at by translating into a new language of contrast
ing complementariesthe simple red disk that had been
a background element on the former chewing-tobac
co can (figs. 113, 114).129Likethe poster typefaces Pi-

110. Stuart Davis. Odol. 1924. Oil on canvasboard, 24 x 18" (60.9 x 45.6 cm). The Crispo Collection, New York

111. Stuart Davis. Lucky Strike. 1924. Oil on paperboard, 18 x 24" (45.6 x 60.9 cm). Hirshhorn Museum and Sculpture Garden, Smithsonian
Institution, Washington, D.C.Museum purchase
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112. Kurt Schwitters. Miss Blanche. 1923. Collage, 6
Prof. Dr. Werner Schmalenbach. Dusseldorf

(15.9 X12.7 cm). Collection
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113. Lucky Strike cigarette pack. c. 1920
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i
114. Lucky Strike cut plug. c. 1900. Printed tin, 2V4X4V4"(6.7x11.7
cm). Manufactured by R. A. Patterson Tobacco Co.
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cassoand Braque selected, or the simple Campari ad
of Leger, this was an instance of old-fashioned, baldly
simple commercial design being isolated and revived
as the appropriate look for an era of new democracy
and machine production; but in this casethe process
of refinement and modernization had taken place
within the making of the commercial design itself,
with the appeal to a mass market as motivation.
The period in which Davis and Murphy painted
these jazz-age images of modern commercial life has
been regarded by many as a kind of golden age for
advertising, when public mistrust abated and ads
seemed a natural part of the spreading prosperity in
many of the Western nations. It is the same epoch,
for example, when the Parisianmagazine L'Art vivant
published the upbeat montage we saw at the chap
ter's beginning (fig. 1). And two of the most salient
characteristicsof the field in these years were the in
creasing penetration of European markets by Ameri
can ad agenciesand American techniques on the one
hand, and the increasing influence of European mod
ernism on American advertising on the other.
The European-Americanexchange was marked by
mutual mistrust and misunderstanding. In stereotypes
both sidesfostered, the Europeanswere thought to be
too devoted to the poster and to the idea of arty, but
ineffective, ad imagery; while the Americans, more
given to editorial-style texts in their ads, were thought
to be, for better or worse, the masters of market re
search and planned campaigns. Inexorably, how
ever, and especially after the Universal Exposition of

Decorative Arts in Paris in 1925, advertisers on both
sidesof the Atlantic began to pay far more attention to
the lessonsthat might be learned from the innovations
in modern art they had formerly derided.
At the time of the Armory Show of European mod
ernism in New York in 19 13, all but the most adventur
ous advertisers had found the new art aberrant and
useless.The progress from the smug derision of The
Century at that time (fig. 116) to the eager brochure
on "Going Modern" offered by an advertising firm in
1929 (fig. 117) was piecemeal at first, then headlong
in the last years before the Great Depression.In 1925,
Printers' Ink announced that "Futuristic Monstrosities
Are All the Rage," but the article stressedthat modern
art was simply being used as a stunt, to attract atten
tion by its very strangeness.The trend was attributed
primarily to the importance of younger consumers,
and women; but even manufacturers who detested
the style used it, becauseit sold the goods.
By 1928, when Advertising and Selling announced
that "Modernism EmergesFull-Fledged,"it became in
creasingly clear that "even the bitter-enders among
the conservativesare feeling the modern influence."
Readingbetween the lines, however, it is equally clear
that the modernism in question was an indiscriminate
mix of Bauhaus-influencedgraphics, French art deco,
and Wiener Werkstatte stylizations.133If a seller felt
that the "emotion of modern drawing can give a small
car new dignity and make us covet one . . . [or] glorify
so prosaic an article as the kitchen range," the "mod
ernist" result in an ad might be the "cartoon simplic
ity" commissioned from an artist like Rockwell
Kent.
The showiest and least interesting applica
tions of European lessons came in illustrations with
gratuitous "moonbeam" diagonals in the background
or "zigzag" inflections. The most pervasiveand serious
absorptions were in typography and layout, where art
directors with a taste for European modernism (such
as M. F. Agha of Conde Nast, whom we discussedin
relation to sans-serif typefaces, in the chapter on
"Words") imposed lessons learned from the graphic
designersof the Russianand German avant-garde.
Still more telling, though lessimmediately remarked
in the literature of advertising itself, was the extension
of versionsof modernism into the design of products,
in order to make them advertisementsfor themselves.
A decorative version of modern architectural design
now came back to take over the original sources—un
pretentious machine products and items of everyday
use—from which some modern architects had origin
ally drawn inspiration. Those in marketing who saw
this development as forward-looking promoted it with
rhetoric that distantly echoed some of the founding
manifestoes of modernism. Earnest Elmo Calkins, for
example, president of the firm of Calkins & Holden,
held that "An exotic art cloistered in museums can
never be a vital factor in modern life compared with
that which springs from the daily interests of the peo
ple— If we are to have beauty it must grow out of our
modern industrial civilization
A really beautiful fac-
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115. Gerald Murphy. Razor. 1924.Oil on canvas,32
the artist

x 36Vi" (82.9 x 92.7 cm). Dallas Museum of Art. Foundation for the Arts Collection. Gift of

tory building is worth more, has more influence on us

signed and colored in the modern spirit, something entirely

today, than a museum full of the choicest art of antiq

apart from any mechanical improvement, to make them
markedly new, and encourage new buying, exactly as the
fashion designersmake skirts longer so you can no longer be
happy with your short ones.

uity." Calkins expressed these sentiments in an article
titled "Beauty in the Machine Age," with the subhead
"The New Concern with Esthetics That Is Dominating
Advertising Is Having an Influence on Manufactured
Goods."

Discussing the "new

known as 'styling the goods,'"

merchandising

device

he explained:

Until recently style was confined to strictly fashion goods,
things to wear mostly, "ruffs and scuffs and farthingales and
things." Now the idea of style is extended to include nearly
every article of human use, towels, telephones, typewriters,
fountain pens, bathrooms and refrigerators, as well as furni
137

298

ture, draperies,motor carsand radios.Thesearticlesare rede

. . . The influence that is at work making over so many
kinds of manufactured goods is the new concern with esthet
ics that is dominating advertising. The men called in to rede
sign the product are the very artists who have been creating
new techniques for the representation of goods. Many a col
or scheme put forward tentatively in an advertisement has
been adopted at the factory. Production is living up to its ad
vertising— Gradually a new field is developing. The artist . . .
is combining the work of making advertisements to sell
goods with that of making goods more saleable.

Why not have your advertisement illustrated
by a "Cubist" or a "Futurist"?
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That strange exhibition of pictures by
the ICubists and Futurists has been
talked of everywhere. Not all of us
know just what it is, why it is, and
whether it really amounts to anything.
The Century tells plainly and author
itatively, how this glaring absurdity
came about, and cites the opinions of

The April

those who ought to know, to prove,
as nearly as such a thing can be
proved, that these freakish canvases
have no claim to serious consideration
as works of art, being nothing but
"pure, unadulteratedj check." And,
certainly, the careful reproductions of
the pictures give support to this well
founded indictment.

Century

35 Cents per Copy

116. Advertisement for The Century, 1913
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Calkins'sarticle signalsa new overlapping of two of
the tracks we have been following: the representa
tions in advertising of everydayobjects of commerce;
and the physical presentation of these objects them
selves. This conjunction would strongly affect the
modern artist's senseof the commercial world. Artists
like Leger and Duchamp had looked to the world of
hardware—syphons and urinals— as a world shaped
by relatively "unconscious," uncorrupted forces of
functional design, which advertising and display then
devised means to dramatize. Now utilitarian objects of
this sort, including especiallyconsumer items such as
appliances,might begin to have the dramatizations of
advertising built into their form from the outset— so
that, far from representing an independent world of
changelesssimplicity as the syphon did for Leger and
his friends, these new applianceswould come to rep
resent a changing array of derivative stylizations,often
echoing in a distorted fashion the look of modern
styles of painting, sculpture, or architecture. Increas
ingly, a modern artist looking to the imagery of adver
tising or to the world of hardware was likely to find
there some mark—usually trivialized, but also some
times interestingly transformed— of the repertoire of
modern stylesthat made up his own tradition.
In these same years,while advertisersand designers
reached out to incorporate what they saw as modern
art, modernists increasingly celebrated advertising as
art. Writers such as Apollinaire had long before re
ferred to advertising as a form of urban poetry, and
this kind of appreciation now became a familiar re
frain. One devoted champion of the art of the street,
Louis Cheronnet, waxed rhapsodic on "Advertising,
the Art of the Twentieth Century," in L'Art vivant in
1927:
Thecompositionof the air haschanged.To the oxygenand
nitrogenwe breathewe haveto addAdvertising.Advertising
is in someway an elasticgas,diffuse,perceptibleto all our

organs Technicians
and "engineers"havecertainlycod
ified it and dominatedit. But we have not been aware
enoughof its beauty,latent,profound,scattered,spontane
ous The first domainof Advertisingwas the street
Nowit surroundsus,envelopsus,it isintimatelymingledwith
our everystep,in our activities,in our relaxation,and its "at
mosphericpressure"is so necessary
to usthat we no longer
feel it.
Cendrars, the poet friend of Delaunay and Leger,
went further, classing advertising among the seven
wonders of the modern world. He wrote in 1927 that
"Advertising is the flower of contemporary life, it is an
affirmation of optimism and gaiety; it distractsthe eye
and the spirit."
And finding that ads constituted an
art— by their fusion of punchy, economical words and
quick-impact images— he sought to praise them on
their own terms. He adopted the address, terseness,
and rhythm of slogansat the end of one part of a text
titled "Advertising = Poetry":
Yes,really,advertisingisthe mostbeautifulexpression
of our
epoch,the greatestnoveltyof the day,an Art.
An art that callson internationalism,
on polyglotism,on
the psychology
of crowds,and that overturnsall the known
staticor dynamictechniques,by makingintenseuse,inces
santlyrenewedand efficient, of new materialsand fresh
procedures.
Whatcharacterizes
the ensembleof worldwideadvertising
is its lyricism.
And here publicitytoucheson poetry.. . . Poetrymakes
known[in the wayadvertisingdoesa product]the imageof
the spiritthat conceivesit
That'swhy I call hereon all poets: Friends,advertisingis
your domain.
It speaksyour language.
It realizesyour poetics.
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117. Illustration from Advertising and Selling, September 4, 1929,
p. 104

118. Billboards, Paris,c. 1925
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For many, the most exalted form of publicity re
mained the city billboard, whose monumental scale
seemed the stuff of dreams, myths, and vast cults.
Maurice Talmeyr had lamented that, replacing sacred
architecture, the poster had become the "cathedral of
sensuality" for a decadent age; Cheronnet, in uncon
scious echo, genuflected before the billboard as the
shrine of a dynamic modernity: "Excessive,hallucina
tory, the billboard imposesitself everywhere,whatever
the speed of the passerby or the thoughts that ab
sorb him. It surges like a cathedral. Its frescoes come
out of the ground, its vertical massesand planes run
together in the assault on story-heights and its spires
thrust themselves into the heavens it has conquered.
It is in the image of our existence: multiple and
simultaneous."
This same sense of the mythic, oneiric power of
modern billboards appears in literature as well. One of
the most inescapableFrenchadvertising figures of the
twenties and thirties was the huge, grinning baby used

to promote Cadum soap (figs. 118, 119). The Bebe
Cadum, who even makesa cameo appearancein Rene
Clair's 1924 film Entr'acte,
was referred to repeat
edly when ads were discussed.Writing to a friend in
1923 that "It's the century of advertising," Picasso's
friend the poet Max Jacob questioned, "Will we do
less for Art and Faith than Cadum does for its
soap?"
Even Leger, who felt billboards could no
longer compete with the objets-spectaclein stores, al
lowed that "Only the BebeCadum, that enormous ob
ject, persists." The gigantesque infant became one
of the epic protagonists in a novel by Robert Desnos,
La Liberte ou I'amour! of 1927, in which advertising
personagescome down from billboards and walk the
city streets performing miracles appropriate to their
roles. In the guise of the "new redeemer," trans
formed later into the Christ Child, is the monstrously
clean Cadum baby. As a symbolic embodiment of
good, he triumphs in a battle with a rotund figure of
evil, Bibendum, the Michelin man. (Thistitanic struggle

119. Billboards, Paris,c. 1925. Photograph from L'Ari vivant, August 1926, p. 619
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ends, however, with the baby done in by an attack of
bouncing tires spawned by his defeated nemesis.)
The private caprice Kurt Schwitters essayed,when he
fused divinity and religious idealswith the dreamy fan
tasiesof the world of advertising personaein one irrev
erent exercise(fig. 36), here attains the scale of epic
spectacle.
Yet amid this fascination with big, spectacularurban
advertising, and in this epoch of ads made over with
lessonsfrom modern art, the artist who was perhaps
most directly connected with advertising, Rene Magritte, made art by appropriating a style right-thinking
merchants had long since left behind. Advertising
agents were more and more interested by the way a
diluted version of a modern style such as Cubism could
serveas a mind-arresting gimmick in the presentation
of an object for sale; they urged their clientsto seethat
a degree of abstraction would still allow an item to be
recognized, with a little salutary effort on the part of
the intrigued viewer. One such agency instructed its
audience, in regard to a composition of circles and
curves,that it's a pipe!(fig. 120). But at the same time
those advertisers were learning to see that familiar
things could profitably be represented in strange new
ways, Magritte was demonstrating that entirely tradi
tional ways of representing things could, with minute
alterations, arrest the mind with more enduringly dis
comfiting effect, this, he advised, in perhaps his most
succinct and memorable epigram on the problematic
nature of all representation, is not a pipe(fig. 121).
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IT'S A PIPE!

IT'S NO TRICK to smoke up a yarn about quality, service
I and price. But,somehow,today, the wiser buyers aren't sat
isfiedlisteningto the golden tongue. Mere words, they know,
are like the blue-gray puffs from a jimmy pipe, that soon dis
appear in the surrounding air . . . When you talk to a repre
sentativeof McGrath, notice the meat in what he has to say.
He knows engraving, as well as how to sell. He'll give you
a new light on some facts about your engraving problems.
McGRATH

ENGRAVING

CORPORATION

PHOTOENGRAVERS
. ELECTROLYTIC
HALFTONES• 309 S. FRANKLINST.,CHICAGO

120. Advertisement for McGrath Engraving Corporation, 1931
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121. Rene Magritte. The Treacheryof Images (This Is Not a Pipe). 1928.Oil on canvas,21'A x 28Vz"(62.2x 81 cm). LosAngeles County Museum
of Art. Purchasedwith Funds Provided by the Mr. and Mrs. William Preston Harrison Collection
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122. Rene Magritte. The Key of Dreams. 1936. Oil on canvas, 16V4X 10
(41.3 x 27.3 cm). Collection Jasper Johns
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Magritte had himself been employed in the adver
tising business, as a window designer among other
things; and he continued to make part of his living by
designing packaging and ads. But, as in the case of
Schwitters, there seemsto have been no conflict, and
little overlap, between the day job serving commerce
and the studio role of a professionalsubversive.Some
early Magritte paintings reflect a window-dresser's
idea of arrangement, and some of the lessergraphics
he produced for advertising in turn use familiar props,
like the bilboquet, from his personal repertoire. But
his mature vision—of impossible situations rendered
eerily plausible, or of word-and-image conundrums
(fig. 122)— had little to do with his own ads or with
the billboards of the day. Instead, these memorable
images recuperatedthe style of antiquated catalogues
and charts. The layout in a single work of a series of
disparate-images horses,gloves, eggs, and so on—
has precedents in the little rebus puzzles frequently
printed in popular almanacs; and the isolation and
framing of one named object, aggrandized but devoid

of scalereference,was a staple of certain kinds of turnof-the-century catalogues.
One of the most suggestive parallelsfor Magritte's
unblinking, daylight Surrealism, though, lies in the
same domain as Ernst'sLehrmittel-Anstalt, among the
paraphernalia of childhood instruction. The handwrit
ing in The Treacheryof Imagesis that of a grade-school
primer on penmanship: a script not infantile but mind
lesslyimpersonal, devoid of the quirks that distinguish
individual penmanship. And the word-and-image pre
sentation of the pipe, like the similar pairings in The
Key of Dreams, strongly recalls schoolroom charts
such as those produced by the Deyrolle firm in Paris
before 1900 (figs. 123, 124). The wan palette of these
charts, the evenly shaded modeling of each image,
and the manner of rendering— objective but in no
sense mechanical, without a trace of photographic
intervention— all anticipate the look of Magritte's
counterlogical "lessons." Elementsof widely different
reference and scale, including lamp bulbs and light
houses if not umbrellas and sewing machines, are as-
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Mobilieret MaWiel pour l'Enseignement,LES FILS D'EMILEDEYKOLLE,46, rue du Bac, Parte

123. Pedagogical chart (Paris: Deyrolle & Fils),c. 1890

sembled in ordered rows within these antiseptic and
wholly consistent non-spaces,in a seriesof unselfconsciousincongruities that require only slight adjustment
to releasetheir quotient of the absurd.
Magritte was out to make swampy the very ground
that the school charts sought to solidify. But the sub
versive principle he used had analogues in the worka
day world. Any subscriberto the mail-order botanical
businesswould have been as undisturbed by seeing
pictures of pears called king of Prussia,or of roses
crowned duchessof kent, as we are to see a photo
graph of a horse inscribed seabiscuit, or tomatoes la

beled beefsteak.And the new business of ordering
things by telegraph had prompted the invention of
codes with even odder conjunctions. The Michelin
company, for example, issued books in which every
spare part they sold—various size tire irons, valves,
tubes, and so on—was given a specific, wholly arbi
trary name which would make an order by wire unmis
takably precise. As manifest in rosters of tire irons
christened "forum," "rifle," or "film" (fig. 125), such
foolproof communication needs only the eye of a suf
ficiently shrewd fool to mutate into a daft poetry.
Magritte made conundrums and logic games from
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124. Pedagogical chart (Paris: Deyrolle & Fils), c. 1890
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aid of the followers of Michel Foucault. And the
bland, calmly viewed impossibility which seemed ar
chaic in the 1920s has come to be a cliche quote for
any advertiserwho wishes to sell, not simply by irratio
nal associations,but by associationswith the particular
irrationality of modern art.
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125. Francisque Poulbot. Advertisement for Michelin automotive
repair tools, 1913 (detail)

the simplest readjustment of presentations that were
more about telling than selling. But when new convic
tions about the irrationality of human motivation came
to the fore in advertising of the 1950s and 1960s,
these formats of bland, "self-explanatory" communi
cation, revealedas part instructive and part seductive
by his paintings, came to play an important role in pro
gressiveadvertising.The trick of making familiar things
unforgettably odd by changing their scaleand context,
which his work began to feature after World War II,
was similarlya conduit by which some very old ideas—
like the rosewood piano in the logger's hut of 1907—
reentered modern advertising's efforts to arrest the
mind by images. By now, thanks to Magritte, the
schoolboy instructional style has moved from grade
school to graduate school, asthe painting that admon
ishesthis is not a pipehas become the standard visual

The 1930s
The mutual infatuation between modern art and ad
vertising chilled quickly after 1930. The Great Depres
sion brought capitalism under fire, and the rise of the
dictators threw a different light on methods of mass
persuasion. Those who still needed such methods,
whether to rally the Volk, consolidate the workers'
paradise, or just make a sale in hard times, looked at
modern stylization as either a luxury or an outright cor
ruption, unsuited to the tasks at hand.
American advertiserswho had used modern design
inflections to entice prosperous consumers now felt
impelled to make a harder sell to a broader audience
with lessmoney to spend. Rationalizinga change to a
more prosaic manner, writers in Printers' Ink argued
that the consumer had once again become a more
reasonable creature, who wanted facts rather than
fantasies. But this posture was part of a broader at
tempt to justify advertising's utility in the face of wide-
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spread accusations that it contributed to economic
disorder. The visible result was not clear information
aimed at a reasoning audience, but a hard-sell look,
devoid of subtlety, that the advertisers called "buck
eye" style, tailored for an audience presumeddumb. In
a way, advertising underwent its own "Pop" episode
here, as it turned away from European modernism, to
borrow instead the devices of the tabloid newspaper
and the comic strip, for more effective communication
to a broader audience. The champion of "styling
the goods," E. E. Calkins, was still maintaining as late
as 1933 that "beauty pays." But by 1934 he rueful
ly recognized that there had been a "turning back
from modernism to the more obvious style of illustra
tion we call realism," and that "advertising is begin
ning to make its appeal to a lower intellectual
stratum . . . now when every square inch of advertising
space must carry its load, we turn back to a simpler,
more familiar and probably safer technique, and the
result is art that leaveslittle to the imagination because
of its diagrammatic simplicity.... It is now going on the
theory. . .that if you reach the dullest mind you reach
them all."
The lowest-common-denominator approach carried
with it a populist rhetoric, and a measure of exultant
anti-intellectual pleasure in the collapse of modernist
pretensions. "This is no time for noble experiments in
the name of art, culture or good taste," an advertising
writer opined in February 1932, allowing sarcastically
that "of course, illustrations made for the sole purpose
of calling to public attention the merits of a certain
vacuum cleaner or a tooth paste are possiblymore re
stricted in concept than the brainstorms of absinth sippers who live a sketchy life in Montmartre."
In the
same vein, a writer from Young & Rubicam chastised
"The Disloyal Art Director" in August 1932, arguing
that admen should read TrueStory and Motion Picture
more than literary journals, and that "If he wishes to
become more proficient in his work a trip to the mov
ies will teach him more than a trip to the Modern
Museum."
Michael Schudson'sterm for American advertising,
"capitalist realism,"
is a particularly apt description
of the ads developed in the thirties, at the same time
that Nazi Germany and the Soviet Union were devel
oping a national propaganda based on a return to
heroicized forms of realism. The basic purposes, of
moving the broadest audiencewith stylesthat were re
assuringly legible and impervious to ambiguity, were
parallel. And those in the capitalist countries kept cast
ing a wary eye at the practice of other systems, es
pecially that of Goebbels in Germany, who was
alternatively proposed as an object lesson for, or an
apt student of, American advertising techniques. The
old analogies between propaganda and advertising
begged to be drawn again as they had been in the ear
ly twenties, but this time less under the sign of hope
than that of fear. The power of capitalist seduction to
heat up individual self-indulgence had proved danger
ous, and the ability of massemotional appeal to effect

an opposite, regressiveembrace of racial solidarity was
demonstrated more disturbingly every day. The dream
of Leger and Cendrars and others, that the spectacle
of advertisingwas opening a new world of socialfulfill
ment and liberated poetry, went sour, and such voices
fell silent against the tinkling of beggars' cups and the
rhythmic fall of jackboots.
This was a time for polarizations, with forceful pop
ulism and the call for an authentic proletarian culture
meeting academic recoil against any idea of pandering
to the "popular." From severalsides, insistenceswere
heard that modern art was by nature difficult of ac
cess,and therefore—for better and worse—wholly in
compatible with the culture of the masses. But the
pragmatic dialogue and interaction between modern
art and advertising went on, in smaller corners. Men
like Agha at Conde Nast, or Alexey Brodovitch at
Harper's, carried on training younger designers and
photographers who would have a powerful impact on
the resurgence of European modernist influences in
American advertising after World War II. And two re
markable instancesof engagement with the material
of advertising, on opposite sides of the Atlantic, kept
alive in the domain of private fantasy what had been,
and would be again, one of modern art's primary link
ages to the broad public forces at work in the society
around it.
By the 1930s, Joan Miro was already a well-estab
lished master of empty dream spaces;and he seemsto
have felt the need to be crowded by things material
and prosaic. He made several drawing-collages with
photographs and postcards, and sculptures from
found objects, in an establishedformat of irrational as
semblage.In 1933, in order to provoke his imagination
with points of sharp resistance— as a grain of sand irri
tates an oyster into making a pearl— Miro cut out from
ads and sales catalogues a roster of images of silver
ware, household objects, combs, machines, and the
like, and arranged them in an unpredictable variety of
wayson eighteen large sheetsof paper. From these, by
dint of scrutiny with a willfully hallucinating eye, he
conjured the compositions of eighteen paintings. The
final results of this exerciseseem to move to the pri
mordial rhythms of the unconscious,with echoesfrom
the underground bestiaries of Lascauxand Altamira
(figs. 127, 129, 131, 133). But the starting points
dance to the tune of the Bon Marche and Sears(figs.
126, 128, 130, 132).155
The collages themselves are remarkable specimen
boards. Miro took lowly drones from the world of ad
vertising, of the kind that Leger might have seen as la
tently heroic and Picabia exposed as irredeemably
inert, and plucked them from the swarming hive of the
catalogue to unaccustomed individuality on the scalelessexpanseof these large sheets.The oddity of some
of these images needed only this room to declare it
self, and under the heat of his gaze the colanders
and combs mutated into fabulous creatures by fastforward evolution. Prominent masses withered to
vestigiality, minor appendages metamorphosed into
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126. Joan Miro. Collage (study for Painting, 1933). 1933. Cut-and-pasted
(46.8 x 63 cm). The Museum of Modern Art, New York. Gift of the artist
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unexpected dominance, and eventually the figural ele
ments in the paintings—while still carrying in uncanny
ways the physiology of combs and forks and so on—
shed the carapace of their origin, to become softbodied creatures populating nocturnal, aqueous envi
ronments altogether different from the clinicallywhite
isolation of their paste-up pages.
Both Picabiaand Ernst had made fine artistic capital
out of a posture of enlightened passivity before the
products of commercial reproduction. But Miro con
jured a world like Ernst'sfrom material like Picabia's,by
imaginative staring. He wanted to find out what the
unconsciouslooked like—the grail quest of all the Sur
realists— and he intuited that the way in led through
the hardware department. The standard spur for the

photomechanical

reproductions

and pencil on paper, 18V8x24

imagination, since Leonardo, had been to study natu
ral accidents— moss on trees, veins in marble. Surreal
ist devotees of automatic writing pursued something
similar, making their own free-form "accidents" and
finding the representations hidden in them. Miro re
versed the process,finding the nature of thoughts by
looking hard at things that had been purposefully de
signed and thoroughly processedas images.
Miro understood that nothing may be so limiting,
and so prone to merely reproducing itself in standard
ized form, as fantasy with no flint to strike against—
and that the realization of what is uniquely personal,
or original, may emerge from dialogue with what is ex
ternal and not under one's control. Opening up to
seemingly petty irritations, choosing to devote an extra
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127. Joan Miro. Painting. 1933. Oil on canvas,68
(by exchange)

196.2cm). The Museum of Modern Art, New York. Loula D. Lasker Bequest
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128. Joan Miro. Preparatory Collage for Painting. 1933. Graphite pencil and collage on paper, 18
Barcelona. Gift of the artist, 1976

129. Joan Miro. Painting. 1933. Oil on canvas, 51V8X38

x63cm). Fundacio Joan Miro,

(130x97 cm). Musee d'Art Moderne, Villeneuve d'Ascq
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130. Joan Miro. Preparatory Collage for Painting. 1933. Graphite pencil and collage on paper, 18
Miro, Barcelona. Gift of the artist, 1976

131. Joan Miro. Painting. 1933. Oil on canvas, 511 x 63

(130x162 cm). Kunstmuseum Bern
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132. Joan Miro. Preparatory Collage for Painting. 1933. Graphite pencil and collage on paper, 18
Fundacio Joan Miro, Barcelona. Gift of the artist, 1976

133. Joan Miro. Painting. 1933. Oil on canvas, 51

63

24

(130 x 162 cm). Collection Arnold and Milly Glimcher

(47.1 x63.1 cm).

measureof attention preciselyto dime-a-dozen things
others regard as useless or merely functional, can
sometimes be the crucial step in making powerfully
original art. More specifically,though, his remarkable
experiment beliesthe familiar notion that the world of
commercial reproduction is hostile territory for the ar
tistic imagination. Miro saw that the dreams of retail
produce monsters— that the obscene fecundity of
commercial image production can serve as a giant
gene pool in which, if one keeps an attentive enough
eye, bizarre prototypes of potential new life forms are
constantly, carelesslyspawned.
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For Miro in Paris,those little printers' slugs were step
ping stones toward a world outside of time and away
from public subjects. But for a man on Utopia Parkway
in Queens, New York, advertisementswere tickets into
a social,cosmopolitan world he would otherwise never
know. JosephCornell's boxes collapseone of advertis
ing's standard distinctions, for in them notices that are
straightforward informational prose are also fetishes of
longing and dream association.Cornell made a Europe
of the mind, from hotel ads and chocolate labels(figs.
134-136), in boxes that were part coffin and part
cradle.

Coffin, becausehere the world of Cubist collage has
been interred and memorialized. Newspapers,notices,
and wrappers that for Picassoand Braque were chips
in the game of urban life become the tarot of a stately
solitaire in Cornell. Formerly low and scattered frag
ments, they now have gained the patina of a high
world of art: they evoke the world of Cubism itself,
become prestigious and almost antique, as much as
the Grand Tour voyages the hotel names conjure.
Theserelics— Chocolat Menier (fig. 134), Le Journal—
were by then drenched in nostalgia, souvenirs of a
world Cornell had never known: the daybook of the
flaneur become the historical romance of the shut-in.
Nor is this Schwitters'sworld of things soiled and torn
with use, but one of pristine fragments handled with a
collector's tweezers. The Cubist and Dada artists had
put the little things in life under a magnifying glassand
found energy, amusement, and lyric sentimentality in
what was closeto hand. Cornell puts those things be
hind a pane that separates,and exacerbatesthe voy
eur's longing: he looks at their world through a
telescope,from the wrong end.
Coffins, yet cradles too. Cornell made these ele
ments of European low culture, now standing for Eu
ropean high culture, collide with the local vernacularof
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134. Joseph Cornell. Chocolat Menier. 1952. Construction: wood box with mixed media,
17 x 12x4" (43.2 x 30.5 x 12.1 cm). Grey Art Gallery and Study Center, New York University
Art Collection. Anonymous gift
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Among his simplest and most memorable produc
tions, a seriesof Pharmacies(fig. 138) show an eye for
the structures of store display that looks backward to
the crowded, unstyled vernacular of an archaic era of
commerce, and at the same time forward to the inter
ests of the artists of the 1960s in repetition, as an arti
fact of showing and selling in the world of mass
production. The Pharmacies,and a great deal else in
Cornell's work, follow the interestsof Magritte, Leger,
and many other modern artists in the poetics to be
found in systemsof classification,instruction, and utili
tarian presentation. There are metaphors lurking on
store racks and in school charts, of an unprejudiced
evenhandednessin dealing with the things there are to
learn, to know, or to use in the world's multifarious
production. For Cornell these grid structures of identi
cal units, of potion bottles or Bronzino portraits, are
conditions of the mind at work and of affection in play
simultaneously,the common attribute of the natural
ist, the merchant, and the game board. Inventory is
poetry to the eye that will see and frame it.

135. Joseph Cornell. Untitled (Hotel Beau-Sejour).1954. Construc
tion: wood box with pastel on pasted papers, mirror, metal rod and
ring, paper cut-out (cockatoo) mounted on wood, branch, cork ball,
piece of wood, and drawer containing patterned papers,
17
12V4x4
(45.2x31.1x11.5 cm). The Museum of Modern
Art, New York. Promised gift of an anonymous donor

the penny arcade, in a way that sounds premonitory
notes. Cornell took genuine delight in the design of
penny-arcadedevices,studied them, and took friends
to see special new models, like Monet rushing after
noon visitors to see his water lilies before they
closed.1b/ The happy notion of bringing together the
Uffizi and the pinball parlor, and using the matrix of
such cheap amusements to render homage to Man
nerist portraits (fig. 137)— or conversely,of using post
card princessesas the avatarsof private games— looks
forward to aspects of the work of Robert Rauschenberg. (And one of its side effects is to let these grave
little nobles become children again, in a world of urban
amusementsthey never knew.) Cornell's affection for
unobtainable women embraced without irony or cyni
cism the common elements that made movie stars,
Russianballerinas,and ladies of the long-dead Italian
nobility into equal subjectsfor admiration. This notion
of celebrity, and the multiplication of identical repro
duced images, are minuet rehearsalsfor some of the
disco productions of Pop.

136. Joseph Cornell. Untitled (Parrot Collage: Grand Hotel de la
Pommed'Or). 1954-55. Construction: wood box with mixed media,
18
x27.1 x8.1 cm). The Joseph and Robert
Cornell Memorial Foundation

137. Joseph Cornell. Untitled (Medici Princess),c. 1948.Construction: wood box with mixed media, 17Vsx 11Vsx4W (44.8x28.3 x 11.1 cm).
Private collection. New York
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138. Joseph Cornell. Untitled (Pharmacy).1952. Construction: wood box with glass, mirror, shells, sand, printed papers, coral, cork, feather,
metal, and liquid, 14Vix 13V4x5 (36.2x33.7 x 13.3 cm). Collection Muriel Kallis Newman

By the time Cornell began showing these boxes in
New York,the cosmopolitan popular culture of France,
which figured so strongly in many of them, was not far
from being swallowed up by the Volk of thatched
roofs and National Socialism,and a crucial bend in our
story was about to be turned. In a strict sense,nothing
new happened between the fields of modern art and
advertising during the war years. But a polarity that
had been a central aspectof that story collapsed.In the
twenties and thirties, commercial advertising and the
culture around it was often thought of, hated or loved,
as something associatedwith American culture, while
modern art was a part of Europe. After World War II,
however, while advertising and the consumer values it
promoted were even more exclusivelyassociatedwith
the tendentious issue of Americanization in Europe,
modern art gained a much firmer foothold in the Unit
ed States, both in the avant-garde of painting and
sculpture and in the day-to-day businessof advertising.

The fallout from these changes— as well as from the
cautionary experience of the fascist appeal to the
masses,and from the trauma of the war itself— estab
lished new stakes for the confrontation between a
transplanted European modernism and a newly ener
getic and sophisticated American advertising industry.
The 1950s
Advertising often pretends to traffic in "timeless val
ues," "ageless beauty," and "enduring quality," but
the culture that it spendsa great deal of its time selling
us—the culture of cars, clothes, music, and other
items of fashion— is insistently time-bound, and
geared to planned obsolescence, continual novelty,
and instant nostalgia. To the extent this peculiar his
torical senseallows for a belle epoque, we have had it
drummed into us— largely through movies, television,
music, books, and advertising for them—that the

great era was the "happy days" of the 1950s, the end
lesssummer vacation of Marilyn, Marlon, and Elvis,be
fore drugs, before the sexual revolution, before
Vietnam, when tail fins were tall, chrome gleamed
bright, and black leather was for real thugs only.
Yet even cliches can be complex. The fifties are a
golden isle of the pop-culture imagination, and like all
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such islesthey stand as much for vulnerability and po
tential loss as they do for fulfillment. The oldies effect
arrived a nanosecond after the Top Ten, and rock and
roll was not just hedonistic, but also morbid and nos
talgic, from the outset. The vanitas figures of James
Dean and Buddy Holly haunt the imagination of the
epoch; and later, with the years rolling on since John
Kennedy's assassination,it has become clear that the
fifties are the era that can never grow up. As the imag
ined high-water mark of philistine consumer pleasures,
but simultaneouslyas a period that epitomizesfoolhar
dy naivete and political lethargy, this decade seemsto
knot together many of the ambivalencesinherent in
any assessmentof the seductions and betrayals of a
modern, pervasivelymaterialistic, and insistently com
mercial culture. Like Marilyn and Elvis,without a ca
pacity to cope gracefully with growth and change, the
epoch seemsfated for eclipse in bloated corruption—
or, more generally, hangs around in our mind like
some pouty juvenile delinquent on the soda-fountain
stool, full of troubles, promises,and portents that can't
ever seem to get resolved.
This is not just a phenomenon of retrospective vi
sion. Critics, historians, and politicians of the fifties all
debated the goods and evils of its mass culture, par
ticularly the American version, which seemed headed
toward becoming a global model. Was this the dawn
of a new era of democracy and human hope, or the
onset of degraded, hollow values and superficial
amusements?And what place was to be found within
this transformed world for the previouslymarginal, mi
nority culture of modern art?
Frequentlyin these debates, advertisingappeared as
the primary vehicle of the suspect new valuesand new
desires.But very little art of the period chose to incor
porate this all-pervasive, highly visible force, or any
other aspect of the new commercial culture America
was producing. In fact, criticswho defended the domi
nant new art of the early 1950s, Abstract Expressionist
painting, did so in terms that insisted on lofty detach
ment from the concernsof the herd, and on the adver
sary position of the artist as existential hero, vis-a-vis
anything resembling mass communication. Clement
Greenberg had said in Partisan Review in 1948 that
"Isolation, or rather the alienation that is its cause, is
the truth — isolation, alienation, naked and revealed
unto itself, is the condition under which the true reality
of our age is experienced. And the experience of this
true reality is indispensableto any ambitious art."
Greenberg's pronouncement reflected a deep pessi
mism about the possibilities for human fulfillment
within the context of a modern mass culture, and
called for art to pull as far away as possible,in order to

preserve a domain of uncorrupted individual values.
This appeal set itself against all those who, for reasons
of politics or simple philistinism, wanted an art that
would be more easilyaccessibleand reassuringto the
common citizen. Yet in the mid-1950s, when paint
ings appeared that broke from the isolation Greenberg
encouraged and incorporated elements from advertis
ing, they turned out to have a character that pleased
the populists no more than the isolationists.
The story of that new art begins with debate and
discussionin London and then centers on two artists in
New York. But the backdrop to the tale is the develop
ing nature of advertising itself; becauseadvertising in
the 1950s was no longer an affair of local billboards
and posters, nor was it simply involved in selling prod
ucts. It had become, on an international scale, an in
dustry concerned with promoting a broad set of values
about the way life might be lived. And that industry
was concerned to learn and apply the lessonsof mod
ernism to achieve its ends. When modern artists
looked at advertising of the fifties, they were not look
ing at a force that was merely independent or simply
hostile, but often at parts of their own tradition, ab
sorbed, transformed, and become both newly effec
tive and newly problematic.
In 1954, a writer from the research department of
Young & Rubicam said, "If we were to eliminate, in
any one issueof Life, all advertisementsthat bear the
influence of Miro, Mondrian, and the Bauhaus, we
would cut out a sizable proportion of that issue's lin
age."
After the retrenchment of the 1930s, Ameri
can advertising of the 1950s clearly embraced the look
of Europeanmodern art. Arp-like blobs, vaguely Legerlike figuration, and Constructivist-inspiredlayouts and
type designs became pervasive.What had seemed a
novelty attraction after World War I, then an ideologi
cal cause and classmarker in the later twenties, and a
suspect pretension in the Depression,was absorbed
after the war as standard "good design"— much as
Miro devolved into kidney-shaped swimming pools,
and modernism in general, beginning with figures like
Picassoand Henry Moore and Jackson Pollock, began
its turnaround from a clubby minority culture to the
linchpin of a new humanism, and eventually to part of
popular culture itself.
In advertising, these changes can often be traced to
small circlesof influential people who worked to make
them happen. The geometric abstraction of the CBS
eye (fig. 139), for example, was designed in 1952 by
William Golden, as part of a plan to packagethe newly
television-consciousbroadcasting network in a "cor
porate identity" — a concept Golden is credited with
pioneering. Golden had been trained in the offices
ofConde Nastinthe 1930s, under the tutelage of M. F.
Agha.
Along with Constructivist-influenced type
faces and layout, part of Agha's innovative approach
had involved the conception of a coherent modernized
"look" that would work with editorial policy.
He
and his younger cohorts seem to have moved, by a sys-

tern of ascending linkages,from an interest in modern
type style as a meaningful new "signature," to maga
zine design as "personality," to the design of abstract
ed logos as memorable marks, to the packaging of a
"corporate identity."
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The most important assimilationsof Europeanmod
ernist ideas happened on this level of conception rath
er than in the adoption of particular design elements.
"The truth is," a commentator wrote in Printers' Ink in
1953, "that the more modern an advertisement is, the
lessits modernism is likely to be expressedby mechani
cal means."
Whenwe call modernisma spirit, or an attitude,we have
giventhe bestdefinitionavailable.It has,indeed,someof the
qualityof humor;isevena bit light-heartedin its willingness
to rompa little with the subject—and with the reader—if a
sufficientlystrikingand memorableexpression
of the appeal
maybe found.
Henceno formal rulescan be laid down for producing
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gimmicks (a cat with a hat and cigarette holder to
embody cattiness). And it worked; Bernbach "re
positioned" Ohrbach's with a new clientele who now
found its lower-priced line of clothes not just cheap
but smart, in the double senseof the word.
Theseads showed the influence of modernism, but
not in the form of the decorative "moonbeams" and
zigzags of the late 1920s, and not as derived from
machine-age rhetoric. The interest in incongruity, hu
mor, and surprise that had been essentialto so much
early modern art here found its way back into alliance
with modern graphic design. And since there seemed
to be no formula or quantifiable rationale for these ads
(Bernbachwas fond of saying, "Persuasionis not a sci
ence, but an art"),
their successmade the word

139. William Golden. CBS Symbol. Illustration from The Visual
Craft of William Golden (New York: George Braziller, 1962)

suchadvertisements.
We can,however,isolatesomeof the
elementsthat enter into moderncreativedesign.Firstof all
comesa firm convictionthat it is possibleto takethingsthat
alreadyexist,givethem newshapes,usethem in newcombi
nations,and applythem in expressing
ideaswith whichthey
have no commonplaceassociations.
This is just what the
modernistsseekto do.
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The ubiquitous codeword for this kind of thinking in
the world of fifties advertising was "creativity," and its
main spokesman was William Bernbach. Bernbach
formed the firm of Doyle Dane Bernbachin 1949, after
he had already forged an alliance with the designer
Paul Rand, a senior statesman among American de
signers appreciative of European modern art and
graphic design. The campaign they did for Ohrbach's
department store in that year set the tone for which
Bernbachwould become famous: aside from the new
unity of copy, image, and layout in their strippeddown, eye-catching design (fig. 140), these ads were
irreverent and humorous. They made fun of other ads
(one spread featured a mock-seriousdiscussionof the
medical need for SNIAGRAB["bargains" spelled back
wards] in a lampoon of the laxative brand SERUTAN
[ natures"]), and they played with visual and verbal
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140. Advertisement for Ohrbach's department store, 1953

"creative" a synonym in advertising literature for
imaginative campaigns that called attention to their
clevernessas they violated conventional wisdom.
Not everyone was a believer in creativity, however.
Bernbach'sapproach was suspectedof appealing only
to a limited audience of sophisticates,and of being too
quirky to succeed consistently.Advertising moguls in
search of more systematic forms of improvement
bowed to a rival shibboleth, often referred to simply as
M.R.: Motivational Research.If the modern spirit was
thought to be part imagination and part science,Bern
bach's approach stood for the imagination, and that of
Dr. Ernest Dichter for the science— a new wave of ad
vertising science, no longer concerned, as Walter Dill
Scott had been, with the neural connections between
perception and habit, but with the more ineffable
realms of unconscious drives and interpersonal feel-
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rethink behavior in Terre Haute and Tupelo in terms
that had formerly been applied to Bali and Bora-Bora.
For advertisers,thinking in those social-scienceterms
encouraged the devaluation of words and an empha
sison symbols,and provided the broader concept of a
sociallyshaped "personality" that was applied both to
consumers and to corporate entities.
Virtually all
pretense to providing information about a product or
appealing straightforwardly for a sale had been aban
doned. Dichter-styleconsumer interviews, from which
many advertiserstried to divine a working notion of
the people they were targeting, were typically nondirected, stream-of-consciousnessconfessionals; and
just as the sociologiststended to examine the P.T.A.as
if it were a tribal council, Dichter's agents applied les
sons from psychoanalysisto people's remarks about
soap powders and shoe polish. Ideasfrom psychother
apy bolstered, for example, the notion of "creating a
friendly, sincere, and understanding atmosphere
which shows the benefits of the product without di
rect intention to sell."
A mirror-effect arose between these beliefs within
the trade and those of outside commentators and crit
ics. Vance Packardraised tremendous paranoia about
the power of advertising in The Hidden Persuadersof
1957,175by taking in deadly earnest M.R.'s claims for
its powers to tap the involuntary mechanismsof desire
(and by publishing as evidence selections from inhouse M.R. documents). Not for the first time, people
who thought they practiced witchcraft brought forth
people disposed to hunt witches: wishful thinking
about
irresistible power on the part of advertisers
David Ogilvy put on a Hathaway shirt model in 1951
found a match in a muckraking effort to convince the
was one of the landmark instancesof this approach,
public it was prey to a plot.
prefiguring "the Marlboro man" and countless other
An adventurouswing of academiaand belleslettres,
symbolic figures.
though,
was more studiouslytolerant, and even appre
SinceM.R. people believedin appeal by irrational as
ciative, of what Madison Avenue was doing. Looking
sociation, and the creative side loved high-impact im
at contemporary society anthropologically meant dis
ages, ads of the mid-fifties had less text and bigger,
regarding normal hierarchiesof value, and redefining
more independent pictures, predominantly supplied
"culture" to include all social phenomena. Books like
by color photography. (Ironically,this new focus on
Marshall McLuhan's The Mechanical Bride: Folklore of
style and illustration brought American advertisers
Industrial Man of 1951, or essayson popular culture
closer to the traditional European poster idea, which
like those that Roland Barthes began publishing in
they had criticized as soft-headed in earlier decades.
1952 (collected in Mythologies, 1957), set about ap
The promotion of a product by associationwith an at
plying
to the artifacts of advertising the methods of
tractively styled and appealing figure was in essence
cultural anthropology (in Barthes's case, a semiotic
the formula of Cheret, which even the French them
approach based in lingustics-derived methodology
selves had long dismissedas outmoded.) By 1957, a
that had also fostered structural anthropology). Some
writer in Printers' Ink bewailed this triumph of "imagof the fun of their exercises— willfully outre though
ism" as a power play by art directors, signaling the end
ultimately earnest for McLuhan, epicurean if contemp
of any aspiration for ads to do more than make a
tuous for Barthes— involved the mind-opening in
"vague, over-all impression." 72
congruity between subjects from the local newsstand
This critic had a point. In the age of "total market
and the kind of language and analytic techniques nor
ing," complex apparatuses of research and strategy
mally let loose only on great texts and faraway tribes.
were put at the sen/iceof achieving broad, generalized
Barthes's first essay,for example, was on pro wres
goals of orienting the image of a manufacturer, and
tling, which he deemed diacritical, and similar to Bal
coloring the consumer's feelings. Fascismand the war
zac's novels in being a semiosis, as opposed to a
had fostered new notions of modern man as deeply
mimesis. In plainer terms (and in contrast to, say,
irrational and prone to conform to group pressures;
Delaunay'senthusiasm for sport as modern organized
and the postwar rise in prestige of the social sciences,
energy), Bartheschose a "sport" that was built wholly
notably anthropology, reflected a new tendency to

ings. As president of the Institute for Motivational Re
search, Inc., Dichter became an oracle for those who
believed that human desires could be charted and
shaped by a combination of sociological investigation
and applied psychology.He rejected the cruder behav
iorism that had previously been favored in advertising
circles and favored inquiry into matters of affect and
emotion— "the social and personalforces [that] direct
. . . life goals and ambitions" — over the traditional
market research that simply charted statistics of in
come and acquisitions. Some people, however, had
ethical or moral problems with this approach. M.R.
was often linked with S.A. (for SexAppeal), and deal
ing with unconsciousmotivation was seen by many as
just a new, more insidious way of selling things with
sex.
The "creative" and M.R. camps had little time for
each other (Bernbach said, "I consider research the
major culprit in the advertising picture. ... It has done
more to perpetuate creative mediocrity than any other
factor").
But they seem to have shared some basic
assumptions. First among these was the idea that an
ad should convey an "image," an "identity," or a "per
sonality." This is what Golden did for CBS, or what
Bernbach did for Ohrbach's; and Dichter said in 1956
that the prime question researchshould addresswas,
"Does a product have the right personality?" A sec
ond shared assumption was that the advertisement
worked by indirection, through symbolism, to conjure
a mood or set of associationswith the product or man
ufacturer. The eye patch that the advertising magnate

on the sham acting-out of conventional roles. And he
found that this empty dumb-show aspect best indicat
ed both wrestling's relation to art and its function
within popular culture. He appreciated the absolute
falsity of all such diversions, but found advertising's
"myths" more noxious. Barthes felt that ads acted
through secondary,covert signals, to make the order
of the bourgeoisie seem like the natural order of the
world; and he unmasked such devicesby virtuoso ex
planations of the hidden meanings in manipulative de
vices such as the language used to sell facial
moisturizers.
Much of the intellectual pleasurein these studiesde
rived from watching an agile mind extract structured
systemsof meaning from what seemed anonymous,
mindless artifacts of commerce— rather like a wine
connoisseurholding forth on varietiesof Kool-Aid. The
larger comedy, though, is that the people putting out
the ads were often working from similar, anthropo
logically based intellectual models. This was an era
when American advertisers gave unprecedented at
tention preciselyto the impact of associationsgenerat
ed by imprecise symbols, and set great store by the
premise that the ad worked through its style more
than its literal content— a pragmatic guideline that
contained in germ McLuhan's more global postulate
that the messageis ultimately lessimportant than the
means by which it is communicated.178What the agile
mind managed to find in ads— myth-like presence,
unconscioussymbolism,the play on complex socialde
sires, a densely structured "language" of nonverbal
communication—was what Madison Avenue strove
self-consciouslyto put into them. As to whether the
broader consuming public saw ads this way, or re
sponded in the appropriately manipulated manner if
they did, the answer is far lessclear.
The fantasy Desnos had essayedin his imagination
of the Bebe Cadum as redeemer, of ads as totems
peopling the dream life of modern society, now be
came institutionalized both on the side of the makers
of advertising, and on the side of their critics. And
Barthes, against his intention (since he later avowed
that popular culture nauseated him),
wound up
resembling what he beheld. One of his best-known
remarks from Mythologies was a responseto the ad
vent of the hot new DS-model Citroen in 1955: "I
think that cars today are almost exactly the equivalent
of the great Gothic cathedrals: I mean the supreme
creation of an era, conceived with passion by un
known artists, and consumed in image if not in usage
by a whole population which appropriates in them a
wholly magical object." To which a reviewer in the
Timesof London replied in only partial irony, "What a
copywriter."
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For many people, the part-serious, part-bemused
approbation of the professors made it acceptable,
even chic, to affirm an interest in aspectsof masssoci
ety such as advertising. But others were not at all be
mused. The uneasy relationship between liberal
politics and advertising,for example, which went back

at least as far as the French press law of 1881, turned
antagonistic in the 1950s. Madison Avenue became
for the liberal left, unhappy with the passing of the
New Deal,what communists were for Senator McCar
thy: an insidious conspiracy out to subvert cherished
national values. With John Kenneth Galbraith as its
most prominent spokesman, this viewpoint argued
that where needs were answered, wants should not
be provoked—that in an affluent society the stimu
lation of superfluous desire by ads would not only
cause havoc in the economy, but encourage wasteful
self-indulgence at the expense of civic-minded
behavior.
Packard had tapped one fear that was associated
with the specter of communism and exacerbated by
the talk of "brainwashing" that surrounded the Kore
an War: the fear that the men on Madison Avenue
were turning citizens into sheep. This anxiety about
forced conformity, prevalent in contemporaneous
movies about body-snatchers and brain-eaters, was
also nurtured by books like The Organization Man.
Galbraith expressed the complementary worry, that
unbridled capitalism led to an atomized society of
spoiled, alienated egotists. Mass seduction, or the war
of all against all waged with barbecue forks on subur
ban lawns—whichever poison one dreaded, it was
said to be in preparation in ad-agency boardrooms.
If these writers were afraid advertising would de
stroy American values, their European counterparts
were at the same time even more fearful that advertis
ing would disseminateand promote American values.
They perceived advertising as the sinister advance
guard of a rampant Americanization which, importun
ing weak citizens with the lure of consumer comforts,
threatened to erode or eclipse local traditions, and
leave in their place only an inauthentic culture of hol
low symbols propped up solely by cash. Where Gal
braith saw ads as inimicable to the interests of the
good liberal bourgeoisie, Barthessaw them as securing
those same people's hold on the world. (An observer
with sufficient distance from the situation might have
spotted an irony here. American advertising of the day
was, after all, drawing much of its power— particularly
in its emphasison seduction by style and symbolism—
from the "Europeanization" of Madison Avenue.
What Europeans such as Barthes were deploring as
American corruption was actually a transmuted form
of some of the lessons,and talents, that Europe had
sent to New York in the 1930s and 1940s.)
In Britain, however, a small group of artists and critics
both recognized the impact of this new commercial
force, and saw in it a positive challenge to which art
had to respond. "Ordinary life is receivingpowerful im
pulsesfrom a new source," the young London archi
tects Alison and Peter Smithson argued in 1956.
"Where thirty yearsago architects found in the field of
popular arts, techniques and formal stimuli, today we
are being edged out of our traditional role by the new
phenomenon of the popular arts— advertising. Mass

/4"
1

141. Eduardo Paolozzi. Real Gold. 1948. Mixed media on paper,
14 x 9 (35.6 x 23.5 cm). The Trustees of the Tate Gallery, London

production advertising is establishing our whole pat
tern of life— principles, morals, aims, aspirations, and
standard of living. We must somehow get the measure
of this intervention if we are to match its powerful and
exciting impulseswith our own." In boldface type, like
a poem, they set down a credo of change within
continuity:
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Gropiuswrote a book on grainsilos
LeCorbusierone on aeroplanes,
And CharlottePeriandbroughta new object
to the office everymorning;
Buttodaywe collectads.
The Smithsons had been founding members of the
Independent Group, a small circle of artists, critics, and
architects who formed a splinter associationof the In
stitute for Contemporary Art. Operating on the prem
ise that they would make better and more original art
if they knew more about the world around them, the

group devoted itself to lecture seriesand group discus
sions that featured, along with considerations of sci
ence and philosophy, material from a wide range of
popular culture. The kind of popular culture that most
excited them, though, had little to do with the British
working-class traditions that were close at hand; in
stead, the members of the I.G. were fascinated by the
more colorful, sexier,and gaudier exotica of consumer
life that they saw, at a distance, as the imagery of
postwar American society. One of the group's defini
tive moments came at the very first meeting in 1952,
when the sculptor Eduardo Paolozzi presented a
lecture-demonstration that included projections of
some of the material, often lurid and trashy, that he
had been collecting from American magazines (fig.
141).184From that moment forward, and well into the
later 1950s after the official meetings ceased,the circle
associatedwith the I.G. kept the matter of art's role
vis-a-vis advertising— meaning, most specifically,
American advertising— more or less constantly in the
forefront of their concerns.
Someof the principalswent on to stage memorable
exhibitions— notably "Parallel of Life and Art" in 1953,
"Man, Machine, and Motion" in 1955, and "This Is
Tomorrow" (fig. 142) in 1956.185But the one moment
that most salientlyfocused the issuesthe I.G.'s discus
sions had raised about American advertising was the
great tail-fin debate of the mid-fifties. The architectural
historian Reyner Banham, a founding member of the
I.G., wrote later that this dispute was considered "the
Vietnam of product design," as it split people radically
along lines of politics and attitudes toward Americani
zation, as well as on issuesof aesthetics: "More than
chrome, more than the implications of sex,etc., the tail
fin in the end, which means 1955/56, focussed the
whole issue."
As Banham remembered, the argument was global
in implications and couched in the language of barri
cade politics. But it included at its core an argument
about styling as advertising; and a key aspect of this
debate, which was apparently waged over questions
of high art and popular culture, was actually an inhouse tussle between rival claims to the legacy of
modernism. The Institute for Contemporary Art, led by
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142. Installation by Richard Hamilton and John McHale, exhibition "This is Tomorrow," The Institute for Contemporary Art, London, 1956
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143. Richard Hamilton. Just What Is It That Makes Today's Homes So Different, So Appealing? 1956.Collageon paper, 9
Kunsthalle Tubingen. Collection Prof. Dr. Georg Zundel
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the established evangelist for modernism, Herbert
Read,considereditself as headquartersfor the modern
tradition that the London-basedmagazineArchitectur
al Design defined as the meeting of "science and free
aesthetic fantasy"' 8/—Constructivism (in the manner
of, say, Ben Nicolson) being the form of the first and
Surrealism(as in Henry Moore) the embodiment of the

x 10V«"(25x 26 cm).

latter. And, like modernism elsewhere, this British ver
sion was just becoming accepted in the fifties as com
patible with good human and national values. Its
concernswith consumer culture were principally mani
fest in the judgments of the Council on Industrial De
sign on the correctness of new functional-object
designs.

Tail fins were the apex of the incorrect. They were
an egregious instance of Borax, the term of conven
ience for style features that were put on just for show
and salesappeal, with no functional excusefor being.
Detroit cars of the mid-1950s were the space-agein
heritors of the machine-age notion Elmo Calkins had
heralded in 1930, of "styling the goods"; and their re
semblanceto jet fighters seemedas gratuitous and ob
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jectionable to pure-minded modernists of the fifties as
streamlined toasters had seemed to their forebears.
Some key membersof the I.G., however, not only liked
these cars (at a distance; there were precious few of
them in Britain), but felt that such admiration was per
fectly consistent with the modernist tradition as they
understood it.
Firstof all, they reckoned that what had made mod
ernism important was not its ability to enshrine itself,
but its ability to keep itself open to an unprejudiced
engagement with diverseaspectsof the life of its time.
When the Smithsonslooked at the heritage of Corbusier, for example, they saw less the dictates of the
Modular formulae than his practice of absorbing ele
ments from cafe life, factory buildings, and airplane
design. The logic of that practice in contemporary
terms was, they felt, self-evident. Did the lessonabout
liking automobiles only apply to vintage Bugattis?
Banham was meanwhile pursuing a separate vision
of what modernism had been. His thesis, which later
became Theory and Design in the First Machine Age,
was centered on an appreciative reestimation of the
driving role of Futurism in modernist thought; and
Banham was the first to publish a complete English
translation of the founding Futurist Manifesto of 1909
(in 1959, in London's Architectural Review).
Reviv
ing this branch of early modernism meant not just en
couraging an openness to simple vernacular in the
mode of Corbusier or Leger, but rekindling an emo
tional investment in the sex appeal of a fantasy future,
more closelyallied to Marinetti's lust for speed and dy
namism. After Mussolini, Futurism was in somewhat
the same bad odor as was Wagner after Hitler. But,
despite the dangers of its militarism and irrational de
votion to power, and despite the sad proportion of
production to promise in its history, Banham saw that
the Futurist imagination— with its senseof the future
as technological myth and dream, as well as its keen
appetite for the gaudy energy of the present—was a
vital part of modernism's story,without which the heri
tage could too easily be condensed into desiccated
canons. He further held that, for those who were ea
ger to confront the real world of machines and mass
production, the acutely time-conscious Futurist aes
thetic— closely attuned to the remorseless cycle of
youthful innovation and swift obsolescence— might
provide a better guide than what he saw as the classi
cizing tastes of Corbusier and the Purist artists.
Banham and others in the I.G. saw that symbolic/
visionary aspects of modernism censored out of the
high tradition had taken refuge in unlikely places: in
the science-fiction movies of Hollywood, for example
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(Robby the Robot of Forbidden Planet, Hollywood's
most Freudianvision of outer space, was the greeting
figure in the part of the "This IsTomorrow" exhibition
that Hamilton helped install; fig. 142); and especially
in the American automobiles of the mid- 1950s, whose
wrap-around windshields, bullet-nosed bumpers and
air scoops— and tail fins— conjured associationsof jet
planesand spaceflight. For them, this bad-boy, ersatz
version of a proper modern machine aesthetic was the
place where a key element of the original faith was be
ing kept alive. These machines attracted Banham
(pace Corbusier) precisely because they were not
strictly functional, mechanical designs, but instead
new hybrids of advertisement and object, designed as
much for salesappeal and symbolic satisfactionsas for
practical use. Moreover, Banham's enthusiasm was
not a literary appreciation, on the model of Barthes's
nod to the Citroen as the modern analogue of the ca
thedral. He had a genuine, and informed, fascination
with the particularsof these cars,which he regarded as
remarkable objects of industrial design. As impatient
with academicswho assessedwithout understanding
as with purists who scorned without looking, Banham
turned to automobile magazinesfor writing that criti
cized from a base in both observation and facts.
Richard Hamilton, meanwhile, had still other inter
ests in mind. Earlier,as one of the organizersof "This Is
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145. Richard Hamilton. Hers Is a Lush Situation. 1958. Oil, cellulose, metal foil, and collage on panel, 32 x 48" (81.3x121.9 cm). Private
collection

Tomorrow," he had made a collage for the exhibition
poster, titled Just What Is It That Makes Today'sHomes
So Different, So Appealing?, which gloried in the
cheap glamor of overmuscled men and oversexed
women in a decor of appliances,movies, and oversize
candy (fig. 143). As Thomas Lawson points out, de
spite the looming planet on the ceiling, this whole en
semble manages somehow to be airlessly cozy in a
specifically British way;
yet a comparison with the
amiable vision Kurt Schwitters constructed of commer
cial culture in Britain less than a decade before (fig.
144) points up a sharp change. For Schwitters,as a for
eign visitor, what was attractive about British commer
cial imagery were the reassuringtrappings of a frugal
domesticity, having to do with tea and jam. For Hamil
ton's generation of native Britons—frustrated with the
austerity of the postwar period—the taste for Tootsie
Popswas part of a more expansivedesirefor the fasterpaced public pleasures of consumerism, touted by
American advertisers. The show this poster heralded
was, like the image, a crowded effort at multimedia
simultaneity, in which the culture of American mag
azine advertising played a central role. If Cornell had
looked at Europe through a distancing lens, Hamil

ton now stood on a stack of pulp arrivals (and on a
legacy of Hausmann-style montage) and looked
back across the Atlantic with a telephoto vision that
piled up every magazine fantasy available into a
drastically compressed and luridly fun America of the
mind.
By the time Hamilton made a painting that memo
rialized the tail-fin era, however, he had come to see
America in terms of an altogether different kind of
Dada. Hers Is a Lush Situation of 1958 (fig. 145) ca
ressesthe hollows and curves of the 1957 Cadillac
and accentuates its protrusions and orifices, in a
cool, meticulous way that is part engineer, part fe
tishist— in short, Duchampian. Absorbed by and in
formed on questions of industrial design since the
earliest days of the I.G.,
Hamilton also developed
a fascination for the (then much neglected) work of
Duchamp, especially in the complex mechano-sexual
allegory of the Large Glass.(Just as Banham got the
Futurist Manifesto back into circulation, Hamilton
played a key role in the first English publication of
Duchamp's notes for the Glass.) Under this in
fluence, the collaged media panoramas in the earlier
exhibitions fell away in favor of a far more oblique

193

194

and nuanced approach to the voluptuousness of
consumer culture— and an argument about industri
al design became the matter of an idiosyncratic art
of private references.
The immediate source for Hers Is a Lush Situation
was Cadillac's 1957 ad for "the greatest advance
ments it has ever achieved in motor car styling and
engineering" (fig. 146). Though Hamilton could not
resist adding the tail exhaust and the fin (for reasons
similar to those that brought Picassoto show the
breasts and buttocks of Marie-ThereseWalter simul
taneously), he primarily responded to the cropping
by which the advertisers had emphasized the deco
rative chrome parts of the car, which signaled bul
lets, breasts, or anything but the functional nature of
an automobile.
Hamilton recognized, as Banham had, that Ameri
can cars embodied an altered kind of "functional" de
sign. They were working within a new economy of
abundance, which counted on relativelybrief life spans
and continual new versionsfor consumer machines—
in short, an interdependence of staged novelty and
planned obsolescence.If this pattern of selling made
the economy work (and postwar American prosperity
seemed to be proving it could), then the function of
the stylist was at leastas important as that of the tradi
tional engineer/designer.The stylist made the product
sell, and this meant knowing more about sexual sym

bolism than about drive trains or airflow engineer
ing.
To Hamilton, this manipulation of devices of
show and symbolism was not a simple betrayal of
more truthful values of narrowly defined "utility" and
"function," but a modern skill richly deserving of seri
ous attention, as one of the keysto the functioning of
a new mass society and to a potentially broad-based
improvement of material life. The title Hers Is a Lush
Situation was taken from an Industrial Design review
of the 1955 Buick by Deborah Allan, a favorite writer
of Hamilton's (and of Banham's, who had cited this
same review in a 1955 article).
Her witty, shrewd
commentary— appreciative, yet critical and attentively
analytic of the particulars— epitomized the kind of
study of popular culture he respected; and the ref
erence to her text confirms that the picture was made
neither in a spirit of ironic condescension nor in
one of simple dewy-eyed celebration. Hers Is a Lush
Situation embodies a more complex response— cere
bral, libidinal, and aesthetic—to a world of design and
criticism, outside the acceptedart world, that Hamilton
recognized as powerful and original. Like Banham,
Hamilton saw an informed grasp of this sphere of ad
vertising and styling both as essential to an artist's
reckoning with the society of his time, and as perfectly
compatible with the effort to recover personal heroes
from the margins of the established modernist
canon.195
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the greatest advancements it has ever achieve
in motor car styling and engineering !
146. Advertisement for 1957 Cadillac, 1956
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The tail-fin debate, and paintings like this one, are
often cited as the first tremors in a coming upheaval—
the advancedrum-roll for the Popart of the 1960s. But
the idiosyncraticcombination of critical design scholar
ship and self-consciousmodernist revivalism in Banham's writing or in Hamilton's work has no successor
in later Popart. And the tricky part about drawing les
sonsfrom the tail-fin episode lies not just in the individ
uality of the artists involved, but also in the singularity
of the popular culture they focused upon. The mo
ment preservedin Banham'sdebates about Boraxand
Hamilton's painting is specifically 1955-57, and the
subject is a few Detroit automobiles. Add a year or
two, or swap French toasters for American cars, and
the dialogue between art and popular culture would
not have had anything like the same tenor or
implications.
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147. Advertisement for Volkswagen, 1960
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American automobiles occupied a unique, top-level
niche in consumer manufacturing, as dreamsthat only
big money could buy. And the cars made by the top
Detroit firms reached unprecedented, never-to-berepeated apogees of symbolic design just in these
years. As Banham saw, consumer imagination had
been sparked by the various "dream cars of the fu
ture" that companies had commissioned their stylists
to devisefrom science-fictionfantasy as a promotional
device. And in a fiercely competitive push to make
each year's new model more "progressive" than the
last, the Detroit designersbegan in 1956 to lift certain
motifs, like the fin, from the "dream cars" and push
them further and further, trying to make the product
in next year's showroom have the allure of an imag
ined 1973 model. A writer at the time called 1956
"the first Baroque year in half a century of car styl
ing."
And Madison Avenue matched Detroit in
overreach.Advertising Agency called the introduction

of the new models in late 1957 "the most lavish and
splendiferousdisplaysof money-spendingour industry
has ever seen," citing record amounts of space pur
chases(Chryslertook as many as thirteen consecutive
pages in leading magazines) as the culmination of a
postwar trend to ever more costly "spectaculars and
spreadsand saturation techniques."
This was however the last grand moment for the tail
fin, and for all it symbolized.The launch of the Russian
satellite Sputnik in 1957 may have made rocket styling
less appealing for U.S. buyers. More concretely, in
1958 the Nash Rambler surged from twelfth to sev
enth place in U.S. car sales,and acceleratedthe move
to more compact and efficient cars that would be the
dominant trend by I960.
Auto makers who were
conscious, in Dichter's terms, of "identification be
tween the personalityof the car and the personality of
the buyer" were told by motivation researchers in
1958 that, in an increasingly suburbanized America,
the big Detroit companies had been building futures of
the recent past. Dichter argued that the 1957 models,
the paragons of excess"which set off the recent antiDetroit campaign," had actually been made to suit
1955 tastes. "It is only within the past year or two that
consumers have shown a heightened desire for more
subtle design," he wrote in November of 1958;
". . . the symbolsof status have changed. . . [and] it be
comes ostentatious to have the more obvious symbols
of status— those with too much chrome." His re
searchersreported that interviewees now wanted "a
car that is 'more honest,' 'more real'— a truer car."
Finally,the coup de grace for the baroque epoch was
the fiasco of the Edselin 1957-58, which shook the
assumptions of makers and advertisers alike. The
mightiest styling investment of one of the most power
ful corporations in the world, pushed to the maximum
by a heavy advertising effort, flopped.
If we see 1957-58 as years in which artists of the
postwar era began to come to terms with American
advertising's campaign to shape the minds of the
world, then we also have to recognize a heavy irony.
Forthis was preciselythe moment when that ad indus
try, having gotten caught up in a fierce spree of com
petitive spending by a couple of big automobile
manufacturers, stumbled and fell on its face. It was
alsothe period in which it became progressivelyclearer
that the anthropological models of mass society both
the industry and its critics had believed in were serious
ly flawed. Instead, the plural, unpredictable nature of
consumer society became painfully apparent in the
matter of automobile purchases; and the battle of
competing ideas within the industry itself was also
highlighted. In 1958, the advertising agency in charge
of Peugeot for the U.S. said that their ads were being
made "purposely cold" as a counter to the "sugary"
copy in Detroit advertisements. The next year, Doyle
Dane Bernbachtook over the advertising for Volkswa
gen and pushed a similarly laconic style, with its appeal
to wit and reasonmore than sexand glamor (fig. 147).
And with Detroit looking on in some dismay, the

Volkswagen's beetle-like design, which had remained
essentiallyunchanged since Hitler had promoted it in
the thirties, began to enjoy runaway success. One
shadow version of modernism, the sexy Futurism of
the mid-1950s cars, seemed outmaneuvered by an
other: the cool, joke-oriented recycling of familiar
things in surprising presentations. This pushed the
product stylists into the back seat, and suggestedthat
advertisingwhich was sufficiently creativeand attuned
to one particular segment of a fragmented constel
lation of markets— rather than to a putative mass
consciousness—could make anything seem newly
meaningful.
By the time Hers Is a Lush Situation appeared, and
"British Pop" began to be a recognized phenomenon,
the 1957 Cadillacand the advertising ethos that went
with it were looking like dinosaurscaught in a fatal cli
matic shift. As when Picassoclipped older typefaces
and smaller ads at the moment when newspapers
were modernizing, or Lichtenstein chose romance
comics in the last flicker before they went under, Ham
ilton seemsto have trapped in the amber of his art a
moment in popular culture that had just passed by.
That combination of participation in the present and
incipient nostalgia for the just-departing past is en
demic to the experienceof popular culture in this cen
tury, and especiallyevident in the late 1950s. And an
appropriately mixed image of mass advertising—the
world of visionary myth, but also the domain of fickle
ephemerality— appears reflected in both the forward

bumper and the rear-view mirror of the tail-fin
episode.
In the year Hamilton painted the 1957 Cadillac, Jasper
Johns and Robert Rauschenberghad their first oneman shows at the Leo Castelli gallery in New York.
Those events are freguently cited as the crucial next
step toward fulfilling, in the American Pop art of the
1960s, the promise of an engagement with popular
culture that had been heralded by the British. But
Johnsand Rauschenberghad virtually nothing in com
mon with what had been going on in London. Banham, Hamilton, and the others looked at America
from afar and were drawn to areasof futuristic fantasy
in its popular culture— missiles,chrome, sex appeal,
and high-gloss color. Johns and Rauschenberglived in
the very belly of the beast. And from a vantage in the
metropolitan center of the dominant capitalist culture
in the Western world, in the heyday of its power as an
exporter of the consumer ethos, they looked on this
culture and saw beer cans, old neckties, torn newspa
pers, and re-used coffee containers with paint drips.
Early British Pop was a matter of ideas, while the
Americans were dealing with experience, but the dif
ferences are more complex than that tidy distinction
implies. Faced with what they saw as a moribund
modernist establishment, the British used the gaudy
fantasies of a foreign culture to heat things up. The
two American artists, confronted with the expansive
successof Abstract Expressionism,used banal local

148. Stuart Davis. Visa.1951.Oil on canvas,40 x 52"(101.6 x 132.1cm). The Museum of Modern Art, New York. Gift of Mrs. Gertrud A. Mellon
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material to cool things down —to introduce notes of
impersonality,irony, and mundane reality into the act
of painting. In the early 1950s, Stuart Daviscould find
that the language of American advertising still had an
organized rhythm and upbeat color that could connect
with the tradition of high modern decorative painting,
and that seemedto speakof optimism and pleasurable
energy (fig. 148). But a work such as Rauschenberg's
Rebus(fig. 149) takes on a more anonymous melange
of commercial printed matter, in a decidedly different
mood, as detritus.
In Hamilton's Just What Is It. . ., the big comic on the
wall is the exotic arrival, crowding out the old portrait
that stands for fusty local conventions. In Rebus, the
foreign visitors are (as they were for Cornell) the high
European tradition, represented by reproductions of
Botticelli's Venusand a Durer self-portrait; it is the line
up of comics, newspapers,and postersthat constitutes
the local vernacular.More important, while Rauschen
berg's hoardings of scrap may have precedents in Eu
ropean art such as that of Schwitters, the mural scale
and disregard for niceties of craft in Rebus, and the
rambling way the found material sprawls across the
canvas,also involve an aesthetic found close to hand.
The picture embodies a conception of the artist's un
premeditated relation to his processand to his material
that supposes an immediate contact with New York
School painting of the early 1950s.
Yet the two big brushstrokesin the center, which at
first seem to mime the energetic calligraphy of Ab
stract Expressionismand extend the directional verve
of the two runners in the photographs at either end,

finally sag downward as much as they move forward:
their lethargic drips are realist rebuttals to the romanti
cism of action painting's trademark splatters. And the
culture of ephemera is similarly shown as seedy,
scrawled-on, and stained. The "media" here— nonde
script tabloid sports photos, long-running Sunday
comic strips, and a hack election poster for a forgotten
lieutenant governor's race— have the same deflating
relation to high-gloss advertising and big-time "I Like
Ike" productions as the turgid brushstrokesdo to the
fine flourishes of second-generation Pollock-school
painting.
This is American life seen from street level in Lower
Manhattan, not in imperial plenitude but patched to
gether with scraps.Rebus is a picture that is personal
and impulsive without being private or decisive,and it
is full of contradictions—energy and irony, fresh and
faded, eternity's icons and yesterday's papers. Com
mercial imagery is just one part of the incoherent
patchwork of daily experience, assimilated into the
diaristic activity of picture-making, through an unpre
dictable, reflexive openness to illogical simultaneity.
The same character marks the statement Rauschenberg wrote in 1963, peppered with the cliches of ad
vertising as if written while driving down an American
highway; a typical sentence reads: "My fascination
with images open 24 hrs. is based on the complex in
terlocking of disparate visual facts heated pool that
have no respect for grammar.. . ,"
Though Rebus has little to do with the brighterthan-life advertisingthat Hamilton had parodied in Just
What Is It. . ., Rauschenberg'sCoca-ColaPlan of 1958
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149. Robert Rauschenberg. Rebus.1955. Oil, pencil, paper, fabric on canvas,8' x 10'10"x 1W (243.9 x 331.4 x 4.5 cm). Collection HansThulin
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150. Robert Rauschenberg. Coca-ColaPlan. 1958. Combine painting, 26% x 25
Art, Los Angeles. The Panza Collection

directly engages the rhetoric of product promotion
(fig. 150). But this winged altar enshrinesthree lowly
Coke bottles. Not the king-size version, not the can—
and in 1958 mercifully not yet "classic"—this shape
from the pre-World War I era had the unnoticed sta
tus of a reassuringcliche (and again, the artist caught it
just before it passed out of this state of grace). The
sculpture takes a pomposity associatedwith the pack
aging of high-status new products and plays it off
against a shelf of empties that represent the steadily
available, unchanging staples of consumer life: it's a
hood-ornament treatment for brake linings. The com
bination ironizes the rhetoric, but also elevatesthe fa
miliar and mundane.
Implicitly in Coca-ColaPlan, and explicitly in Gloria
(fig. 151), Rauschenbergtook on the aspect of com

x 4%" (67.9 x 64.1 x 12.1 cm).The Museum of Contemporary

mercial culture—steady, every-unit-the-same repeti
tion— that was opposite to the singular, alwayschanging, spectacular designs the British loved. In
Gloria, given the subject (Gloria Vanderbilt's third mar
riage, heralded in the headline), and the use of the
word fragments bi and co that suggest prefixes for
terms of duality and mutuality, the multiple images
may have been a commentary on the celebrity's se
quential mates. The repetition of the photo seems to
prefigure Warhol's fascination with the mechanical
production of celebrity images, but it also looks back,
through earlier Rauschenbergimages such as Mona
Lisa of 1953 (fig. 152) to the lessons Rauschenberg
learned from Cornell's little pinball Uffizis of recurrent
portraits (fig. 137). And Gloria's focus is not on Amer
ica as dream machine and fabricator of glamor; the
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151. Robert Rauschenberg. Gloria. 1956. Oil, paper, and fabric on canvas, 66
Museum of Art. Gift of the Cleveland Society for Contemporary Art
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subject is the cheapening of old values, in the descent
of blueblood American aristocracy into tabloid copy.
Vanderbilt's picture appearsin the work as a literal em
bodiment of the steady-beat replication that marks
massproduction, and as a figurative representation of
the fickle, inconstant mobility that is just as certainly a
sign of modern American times.
Rauschenberg'smost focused treatment of repeti
tion came in the two paintings, Factum I and Factum
II (figs. 154, 155), which constitute a complex medi
tation on the relation of variety to sameness,or more
precisely on the play between uniqueness and dou
bling— in nature (the trees), in time (the twin calen
dars, and the sequential photos of the burning
building), and in mass-produced imagery (the sideby-side portraits of President Dwight D. Eisenhower).
Within each individual picture, these instances of
doubling stand in contrast to the "unique" and "ac
cidental" brushstrokes; but when the two pictures
are seen together, the matching painted passages
themselves become another element in the play be
tween singularity and replication, in a way that calls
into question matters of "accident" and spontaneity

(168.3x160.7 cm). The Cleveland
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152. Robert Rauschenberg. Mona Lisa. 1953. Collage, 9
(24.1 x 19 cm). Collection Adele Bishop Callaway
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153. Robert Rauschenberg. Mainspring. 1965. Frottage on paper, 32 x 62Vi" (81.3 x 158.8 cm). Collection Donald B. Marron
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154. Robert Rauschenberg. Factum I. 1957. Combine painting,
61Vix3 5 (156.2x90.8 cm). The Museum of Contemporary Art,
Los Angeles. The Panza Collection

155. Robert Rauschenberg. Factum II. 1957. Combine painting,
62x35W (157.5x90.2 cm). The Morton G. Neumann Family
Collection

in art, as opposed to intention and planning.
The two Factum paintings work, appropriately, as a
double-edged sword. They debunk the notion of
unique individuality in calligraphic action painting, by
showing how the signs of chance and inspiration can
be planned and fairly replicated. But they also make
evident the leeway that exists, for variation and
change, within the acceptance of strictly similar for
mats, and even within the intention to do the same
thing twice. This unusually didactic demonstration fits
with the more general idea Rauschenberg's tech
niques embody—that artistic originality is a matter of
dialogue and negotiation, not conjured from pure in
spiration, but left to emerge from the practice of accu
mulating, and lending personalorder to, the materials
society provides. Rauschenberg's"touch," or "signa
ture" stroke, for example, becomeslessand lessan ar
bitrary intervention (as it still is in Rebusor the Factum
paintings) and more a purposive mark having to do
with task-oriented rubbing, in the transfer drawings
(made by pressingsolvent-soakedprinted matter onto
paper, and thus transferring an inked residue of the
original printed image) and in the silkscreenpaintings.
The stroke in a transfer drawing such as Mainspring
(fig. 153) subsumes all the disparate advertisements
and photos under one handmade look, as the process
bleeds their colors into a more uniformly veiled pale
ness,consistent with the artist's love for translucent or
faded and bleached fabrics. The rag-picker's heritage
of Schwitters combines with the panoramic reach and
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156. Jasper Johns. Painted Bronze II. 1960. Painted bronze, 5

the insistence on gestural engagement of New York
School painting; but the precise and concrete miniaturism of Schwitters gives way to something more
blowsy and disorganized, while the gestural language
is purposefully more episodic and workaday than
spontaneous or rhetorical.
In all these works, the response to the givens of
American advertising is directly contrary to that of
Hamilton and his cohorts: instead of power and calcu
lated high style, the material is that of standardization,
coarseproduction, and leftover tatters, assimilatednot
as a strategy for the massesbut as the attributes of
individual idiosyncracy. Imperial Rome may look like
aqueducts and legionnairesfrom outside, but at home
it's experiencedas a chaos of private matters, compet
ing interests, and cats in the sewers.
The same confrontations we see in Rauschenberg's
painting and assemblages— between the personal
mark and the found image, or between the public giv
ens of commerce and the construction of a personal
style— occur in a more muted and laconic way in Jas
per Johns'sworks of the same period. PaintedBronze II
of 1960 (fig. 156), for example, restates the kind of
incongruously formal presentation Rauschenberges
sayedin Coca-ColaPlan; but in Johns'shands the irony
is deadpan and terse, as opposed to Rauschenberg's
garrulous mock heroics. The familiar story behind this
sculpture of ale cans,that it was conceived in response
to Willem de Kooning's bitterly admiring remark that
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(14 x 20.3 x 12.1 cm). Collection the artist
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Leo Castelli could sell beer cans if that were what he
was given, affirms that these items were seen as ut
terly lacking in distinction. They were motifs of the
kind Johns favored, static and familiar to the point of
being visuallyinert. And he put them on a pedestalin a
formal fashion that has to do neither with one-at-atime consumption, nor with six-pack packaging, nor
with the repetition of shelving. This twin presentation
has only to do with art, or with the artificial orders of
advertising imagery— and, indeed, virtually the same
front-and-center pairing can be found in Ballantineads
from Johns's childhood (fig. 157).
Painted Bronze II translated Duchamp into contem
porary American terms, leaving behind the deft ele
gance and chilly eroticism Hamilton had admired. For
Duchamp, taking an object from everydaylife and put
ting it on a pedestal involved a punctilious economy of
effort, that used facelessobjects to insist on an art of
the mind rather than mere manual skill. Johns pointed
ly chose brand-name objects and turned them into a
pretext for hand labor of a painstaking kind. The can
forms and the pedestal were modeled from scratch
and cast in bronze with all the clumsy imperfections
preserved; then the labelswere hand-rendered with a
studied blend of earnest diligence and slurred approxi
mation. The final result, which seemsmade up in part
of the sophistication of Frenchmodernism and in part
of the straightforwardnessof bronzed baby booties, is
fast and slow at once: the initial senseof an immedi
ate, iconic legibility is coupled with the evidence of an

157. "J. Walter Thompson Company / P. Ballantine & Sons. Gold
Award in Metal-Container Division of 1935, All-American Package
Competition," in Printers' Ink (February 27, 1936), p. 9

imperturbably slow facture.
Johns'swork with objects stands contrary to the no
tion, commonly advanced by Harold Rosenberg and
other advocates of Abstract Expressionism,that an
original, personal art can only be summoned up by
freewheeling gestures, out of the unknown depths of
the soul. The "touch" in these sculptures emerges as
the opposite of spontaneity, from a cumulative overlay
of labor on impersonal formats, in a stubbornly plod
ding praxis. At one level, objects like the Flashlight
(figs. 158, 159) or Light Bulb (figs. 160, 161) are simply
contrary, period: the artist works to deaden an object
of energy, make the clear opaque, and the delicate
heavy. But metalicizing a light bulb and laying it on a
pedestal also coaxes from it some unexpected refer
ences. The difference between the bulb "emerging"
from its looselymodeled "bed" (fig. 161) and the bulb
as autonomous form (fig. 160) may even reflect the
then current opposition between a Rodinesquetradi
tion of "unfinished" surface, much favored in 1950s
sculpture, and a more Brancusi-like smoothness of
separate forms, returning to greater favor among
younger artists around 1960. The light bulb takes on
the air of a Brancusihead, and its horizontality is made
to suggest sleep and pensiveness,or even the violence
of a severedthroat.
Just as the Factum paintings are Rauschenberg's
meditation on his activity as an artist, Painted Bronze
(Savarin Can) (fig. 162) is Johns's emblem of his art.
Traditionally, the palette is the emblem of painting,
laying out the array of neutral matter with which the
artist begins, as implicit testimony to his craft in conjur
ing a world from the base and unformed. Johns in
stead choseas his sign the motif of the end of the day:
the solvent can into which all the brushes are stuffed
to await another session.This constricted, bristling ar
ray of handles stresses the fixed and inexpressive
"working" part of the brush, over its supple, expres
sive end, and throws the housepainter's broad tool in
with the artist's fine instruments. The Savarin coffee
can, its label repainted with a care that extends to re
creating an accidental drip of overflown paint, also ap
pears as an item of personal recycling. It is adapted to
new use,just as the sculpture as a whole is about tak
ing something familiar and unpromising and making it
do a different kind of work. In this sculpture— part
downturned wrecking pile of the painter's labor, part
rising bouquet of exclamations— the point where the
handwork of the individual artist meets the stream of
replicating commercial design is not a crisisof identity,
but a situation of unprejudiced, improvised adapta
tion. The banal item is seized on to serve the purpose
of the moment, first as an accessoryto the making of
art, then as art's substance.
British interest in American mass production in the
1950s had to do with its capacity to produce things
that were constantly new, and just as constantly
obsolete. The fevered advertising culture of high
design, and its determination to produce the exagger
ated semblanceof differentiation and choice, were the
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158. Jasper Johns. Flashlight 1.1958.Sculp-metal over flashlight and wood, 5V*x9'/sx 3
nabend Collection

159. Jasper Johns. Flashlight II. 1958. Papier-macheand glass, 3 x 8

subject of fascination, and also of fear. One of the
great fears of the advertising-drivenconsumer market
that arose in the 1950s concerned the overstimulation
of false desires,and Hamilton and Banhamwere ready
to face that demon. Johns, however, seems to adopt
an altogether different part of consumer culture,
where steady banality reigns. Here the accompanying
fear was for the numbed passivityof those who only
consumed, without real choice; and this too seems

(13.3 x 23.2 x 9.8 cm). The lleana and Michael Son-

x 4" (7.6 x 22.2 x 10.1 cm). Collection Robert Rauschenberg

closer to the terrain on which Johns moves. The two
PaintedBronze sculpturesare passivityenshrined, con
sumer items lovingly turned to solemn objects of con
templation. But they seem to have less of the feared
impotence of the sheep-like consumer mentality than
of a personal attitude both more mundane and more
exalted: matter-of-fact and pragmatic, in the use of
common things for unexpected purposes; and Zen
like, along the lines of John Cage's insistenceon open-

160. Jasper Johns. Light Bulb 1.1958. Sculp-metal, 3Vsx 8 x 5" (7.9 x 20.3 x 12.7 cm). Collection the artist
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161. Jasper Johns. Light Bulb II. 1958. Sculp-metal, 4

x6

(11.5 x 17.1 x 11.5 cm). Collection Dr. and Mrs. Jack Farris

ness t.o the potential of the unconstructed givens of
life. And within the framework of Johns's stubborn
American versionof Oriental surrender to contingency,
we have a thankless task if we attempt to decide to
what degree this art is ironic, or critical, or simply stoic.
Is the passivity of these sculptures, in relation to the
world of mass advertising they include, a contempla
tion like that of a monk meditating upon a rock, or a
strategic acquiescence, like the judo adept who ac

cepts the oncoming blow only in order to usethe pow
er of his adversary as a weapon? Seen from the
vantage of the Abstract Expressionistaesthetic, these
works seemed deflatingly inert, negative, and destruc
tive: they appeared to be using the stuff of commerce
to counter art. But from the viewpoint of younger art
ists in the next decade, they seemed like a liberation,
and an incitement to use art as a means of coming to
grips with the larger world.

162. Jasper Johns. Painted Bronze (Savarin Can). 1960. Painted bronze, 13W (34.3 cm) high x 8" (20.3 cm) diam. Collection the artist
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The 1960s
American Pop art of the 1960s has become, more
swiftly and perhaps more widely than any other kind
of modern art, genuinely popular. Andy Warhol, for
example, achievedthe fame usuallyreservedfor enter
tainment stars, and his style, like that of Roy Lichtenstein, has had a broad impact on graphic design of all
kinds. But back in the towers of the art world itself,
doubts persist, and battles still are waged. There are
people who have long since come to terms with the
presenceof material from the world of commerce and
advertising in modern art—who revereCubist collage,
think Duchamp's Readymadesprofound, find Schwitters poetic and Leger noble, cherish Stuart Davisas ailAmerican and Johns as wonderfully enigmatic— but
who still draw the line at Pop. And among those who
are convinced this art is enduring and important, there
is no agreement as to why.
There has even been a basic argument about what
Pop looks like. For some, this art is simply trash blown
up large: the subjects are everything, and the look—
Warhol's repetition, or Lichtenstein'sdot screens—just
came along in the bargain when artists decided to
make big things out of cheap commercial products.
(Thislack of style is a sign, either of these artists' craven
unoriginality, or of their Duchampian cleverness,de
pending on one's point of view.) But others, first
among them Robert Rosenblum in 1964,205have ar
gued that we should look beyond the diverse subjects
and see that Pop has an aesthetic of its own—that, as
a close twin of the hard-edge abstract art of the same
period, it was conceived as a formal statement in selfconsciousopposition to the painterly loosenessof Ab
stract Expressionism.
The larger argument, though, has been about what
Pop means, as an expressionof its makers and the so
ciety around them. In 1962 Max Kozloff bewailed the
invasion of the art galleries by the "New Vulgarians,"
to whom he ascribed (with a perfect ear for cultural
cliches of the previous decade) "the pin-headed and
contemptible style of gum-chewers, bobby-soxers,
and, worse, delinquents."
Countless others have
since agreed with this indignation over Pop as the tri
umph of the yahoos and philistines: a repellent farce
foisted on us by sham artists, conniving dealers, and
nouveau riche collectors. But another faction argues
that it was really those social-climber collectors that
were duped— that true Pop art, underneath its appar
ently swinging look, was chewing nails, not gum. In
this view, the art drips with irony and contains a scath
ing critique of the failures and phony values of a soci
ety in deep trouble. And still more radical views in turn
insistihat it is those who believein such critical content
who are fooling themselves, since deep down Pop's
protest is a palace rebellion, and the art is impotent
because it is implicated in the very capitalist values it
presumesto comment on. All these points, and hybrid
variations on them, are still being belabored today.
The two debates, over form and over content, need

to be addressed together. Their seemingly separate
questions— of what this gaudily image-oriented art
has to do with the purities of abstract form, and of
what it saysabout America in the 1960s—are in fact
intertwined. The Pop artists staged confrontations be
tween cheap commercial figuration and the tradition
of modernist abstract art, not just to pose an either/or
choice, but to produce both/and situations, in works
that seemed, irritatingly, to speak in the two contradic
tory languages at once. These odd aesthetic conjunc
tions, often initiated as parodies, proved able to serve
as the vehicle for a similarly mixed array of personal
responses— not classifiable as simple assent or dis
sent—to the society these artists experienced. In Pop
art, where style was meaning, the favored arena of
styleswas that of advertising. And in an art much con
cerned with irony, one enduring irony is that artists
who, more than any others of the century, embraced
that public language, with its high-definition, massappeal formulae for communication, wound up giving
us an art that staysso stubbornly ambiguous.
Pop art did not blur the line between art and advertis
ing; that line was already impossibly muddy by 1960.
Instead,early Popart such as that of Andy Warhol was
concerned to redraw the division more aggressively,by
turning to the meaner depths of the advertising world,
where art had not penetrated. By the 1960s, when
high-level mass advertising had adopted many of the
strategiesand inflections of modern art and was oper
ating at an extraordinary level of sophistication, artists
had to dig deeper to find motifs and stylesthat would
distance their work both from the romance of art and
from the slick visual clevernessof contemporary ads.
This is a partial explanation for the streak of nostalgia
that permeates Pop, and that drew these artists to
motifs dating back to the decade just past, or to the
longer-enduring commercial culture of their child
hood. Warhol's transformation from commercial artist
to painter involved this key move downward and back
ward, in which the entente cordiale between art and
popular culture that made him a successfuladvertising
draftsman had to be changed to a polarized opposi
tion that could make him an artist.
In 1955 the shoe merchants I. Miller & Sonshad de
cided to organize their advertising on the timely prem
isethat "every company hasto find its personality."
And sincethey felt that the most profitable personality
would be one with prestige appeal, they had cut
ninety-five percent of their small weekday ads and cast
their fortune with Sunday editions, big-time fashion
magazines, and an artist. The art director of I. Miller
stressedthat his goal was not to advertisethe product
per se, but to conjure a set of favorable associationsfor
it, in what Printers' Ink called "idea art": "We try to stir
the woman's imagination," he said, ". . .to make her
think of shoeswithout giving her the details. The artist,
Andy Warhol, is allowed a certain amount of freedom.
We believe this contributes to the ad. We're trying to
sell fashion in the most contemporary way we can."

The fay, spiky-line renderings Warhol gave the firm
had the stamp of individual style and "sensitivity" all
over them, and an "arty" look that echoed the draw
ings William Golden had commissioned from Ben
Shahn for the classierCBSads.
Within Warhol the songbird of advertising, howev
er, lurked a would-be diva of art; and, in order to get
where he wanted to be, Warhol had to play different
sidesof the commercial-art/fine-art divide against each
other in a complex processof liberation and constraint.
Liberation came first, in the familiar territory of the
shop window. Forall the "certain amount of freedom"
afforded by the people who paid him to draw shoes,
that kind of print advertising—the couture accessory
and Playhouse-90end of the business—was bound by
strict decorums,centered on building a consistentlyso
phisticated image for the client on a wan, narrow no
tion of what read properly as "art." The shop window
on the other hand encouraged theatricality—a swiftly
changing seriesof purposefully outre tableaux to arrest
the passerbytoday, and be gone next week. Leger had
once looked to the store window as a model for mod
ern aesthetics, in the merchants' intense, competitive
efforts to highlight the goods themselves.But at fash
ionable emporia such as Bonwit Teller(fig. 163), where
Warhol (like Johns and Rauschenberg before him)
worked, the window had long since become the ven
ue for what seemed an ongoing Beaux-Arts ball— a
playground at the fringes of the art world, frequently
trading in derivative referencesto current shows and
styles.Displayhere had no decorum of consistencyand
encouraged anything that was, in a trivially "surrealist"
way, surprising and a little sensational.
The costumesWarhol chose to try for himself in this
masquerade were drawn from comics, and from the

163. Andy Warhol. Window display, Bonwit Teller department
store. New York, 1961

164. Andy Warhol. Before and After. 1960.Synthetic polymer paint
on canvas, 54 x 70" (137.2 x 177.8 cm). Private Collection

low end of advertising, beneath even the daily tabloids
I. Miller had deserted. The crude Before and After
come-on for a beautifying nosejob (fig. 164) was typi
cal, and doubtless used in part as a foil for the con
fident, urbane fashionableness of the clothes. But

165. Advertisement for Bell Telephone Company, 1928. The New York Public Library Picture Collection

enlarging these bits of printed matter to stage-prop
size made something quite different of them, and the
joke suggested serious possibilities. Passingthrough
the free zone of the shop window, en route from the
Sundayfashion supplement to the hardware section of
supermarket fliers, Warhol had come upon a fright
mask that emboldened him: these crude ad images
gave him a way to obliterate the facility that had deter
mined his appeal as a commercial artist, and take on a
wholly insensitivetoughness that could be an entree
into the world of modernist painting. After some hesi
tation with brushinessand drips that retained a residue
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166. Andy Warhol. Telephone. 1961. Oil on canvas, 69

of arty touch, Warhol made the crucial decision to
present the advertisementsin an absolutely flat-footed
graphic style.
Again, as with Picabia'swillfully banal hardware ads,
this was a matter of imposed regression. Warhol's
goal, though, was not numbed illustrational neutrality,
but large-scaleaffront. The telephone he painted (fig.
166) was derived from an image that had elegantly
blended a modern spatial composition and archaizing
engraving technique decadesbefore (fig. 165). Warhol
took from it only the baldly frontal foreground, and re
duced the Rockwell Kent style of halftone rendering to

x 54" (177.2 x 137.2 cm). The Estate and Foundation of Andy Warhol

f

167. Andy Warhol. Storm Window. 1961. Synthetic polymer paint on canvas, 6' x 60" (182.9 x 152.4 cm).
Collection Robert and Meryl Meltzer

a blunter, simplified play of black and white. The icily
sharp Storm Window has the same uncompromising
impact (fig. 167). Theseraw blow-ups of dated or ge
neric ads were intended to be obnoxious; but they also
were investedwith a drop-dead flatness of both space
and emotional tone that was set up to rival by perverse
mimicry some of the qualities of the dominant abstract
painting they blasphemed.The Telephonehas a scale,
format, and absolute immediacy that echo Barnett
Newman.
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From these first beginnings, Pop was not involved
with either a simple copying of commercial sourcesor
a simple rejection of the look of abstract art; instead,
Warhol set up more or lessobviously parodic situations
of uncomfortable similarity between the two. On a
smaller scale, but in even more pointed fashion, Roy
Lichtenstein did the same. He delighted in finding,
amid the crude graphicsof cheap black-and-white ads,
patterns that mimed the styles of various abstract
painters. Both the solesof the Keds (fig. 169) and the
tread of the Tire (fig. 170), for example, were sim
plified in a way that brought them recognizably close
to the geometric abstractions of the European painter

168. Victor Vasarely. Mizzar. c. 1956-60. Oil on canvas,6'4" x 44
(195.3 x 114 cm). Hirshhorn Museum and Sculpture Garden, Smith
sonian Institution, Washington, D.C.Gift of Joseph H. Hirshhorn

169. Roy Lichtenstein. Keds. 1961. Oil and pencil on canvas,W/i x 38V4"(123.2 x 97.5 cm). The Robert B. Mayer Family Collection, Chicago

Victor Vasarely(fig. 168). This little joke poked fun at
such "scientific" abstract art, which touted itself in the
late 1950s as a "universal language" of democratic ap
peal to the basis of human perception. Against this,
Lichtenstein holds up the drudge language of com
modity capitalism, as if to say,as Leger did when he

clipped the Campari ad, that what we really have in
common is what is most common—that the worka
day style of ad stereotypescan have a direct forthrightness more profitable for art, and more binding for
society,than Utopian ambitions for invented absolutes.
Lichtenstein's Pop was, however, never a simple

170. Roy Lichtenstein. Tire. 1962. Oil on canvas, 68x58"
(172.7x 147.3 cm). Private collection, Italy

m

171. (Right) Roy Lichtenstein. Mirror #1. 1971. Oil and magna on
canvas (oval), 6' x 36" (182.9 x 91.4 cm). Collection the artist

plea for realism or refutation of abstraction. Walking
the edge was what gave him his art. He liked poking
fun at his contemporaries, by showing how seemingly
anonymous and conventional stylizations could brush
close to their signature styles—the feathering vertical
highlight on the fighter pilot's face in Okay, Hot-Shot
("Comics," fig. 85) plays on Morris Louis's Unfurled
paintings as certainly as the sneaker sole looks like a
Vasarely.But it was preciselybecause he was also de
voted to the high modern tradition of painting that
Lichtensteinseemsto have had a genuine fascination
for the latent abstraction in the conventions of dots
and dashesand bars used as descriptivecodes in com

ics and cheap ad images. Such minimal formulae of
rendering "effects" would, for example, be the impe
tus behind his play with the "reflections" in his later
Mirror series (fig. 171), which were based on cata
logue ads. He loved to convert the mottled grays and
faded hues of cheap printing into oppositions of buzz
ing dot fields and flat planes of primary and highkeyed secondary hues, and to distill from the crude
codesthat suggested light, modeling, and atmosphere
an authority of abstract shapes that mimed the vo
cabulariesof both Surrealistorganicism and Op geom
etry (figs. 172-174). In the reductive, conventional
stylesof these workaday representations, Lichtenstein

172. Roy Lichtenstein. Spray. 1962. Oil on canvas, 36 x 68" (91.4 x 172.7 cm). Staatsgalerie Stuttgart

173. Roy Lichtenstein. Hot Dog. 1963. Oil and magna on canvas,20 x 36" (50.8 x 91.4 cm). Collection Anne and Martin Z. Margulies, Miami

v.v.v.v.v.

174. Roy Lichtenstein. Duridium. 1964. Magna on canvas, 26 x 36" (66 x 91.5 cm). Collection Mr. and Mrs. S. I. Newhouse, Jr.

saw the unlikely prodigal twin of modernism's effort to
condense experience into a vocabulary of purified
form.
Part of what the sneaker and the tire have to say is
that, given the range of manmade forms and the
mind's irrepressiblecapacity for analogy, pure abstrac
tion— an art that looks like nothing else— is an impos
sible dream. But the other part of their messageis that,
given the same conditions, art is servedby open-ended
possibilities, abstracting new meanings from unlikely

forms that seem inert or crudely functional. The little
puns contain a dissenting view of what modernism is
about— not just the steady exclusion of reference to
the world and the search for forms of purity, but also
the constant attentiveness to the ignored forms the
world provides,which can be adapted to the purposes
of art. The artist's eye seesanalogiesbetween the most
disparate worlds of form, and this allows him to unite
zonesof meaning and status others would keep strictly
separate—so that a tire tread can conjure not only a
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175. Claes Oldenburg. Notebook Page, Clipping #302: Close-Up of Tire Tread with Ice.
1965. Clipping with ink on paper, 11 x 8V2"(28 x 21.6 cm). Collection of ClaesOldenburg and
Coosje van Bruggen, New York
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geometric painting but also, as it did for Claes Olden
burg in an ad he clipped for his notebook, the decora
tive language of another civilization (fig. 175). And the
inadvertent oddities of the reductive schemasused in
cheap catalogue ads could converselysuggest improb
able systemsof abstract form, as in the lumpy biomorphism of the wig ads that caught the eye of both
Oldenburg and Warhol (figs. 176, 177). By being open
to the rogue possibilities of these neglected, con
temptible things, the artist broadens the range of new
possibilitiesboth for style and for expression.
In the way that van Gogh had been taken with the
colors of cheap chromolithographs, and Picassoand
Braque had adopted Ripolin paint and expeditious
decorators' techniques, Warhol and Lichtensteinwere
both drawn to the mechanicaland accidental residues
of cheap printing processes— such as coarse dot
screens,out-of-register color separations,and the slur
of silkscreen—as a means of injecting a new set of
possibilities,alien but thereby invigorating, into their
painting. They saw that in isolating and exaggerating
these side effects of massreproduction they could find
elements for an individual style. Some modern equiv
alent of Goya's biting, nocturnal aquatint could be
found in grainy news photos of horrific scenes, and

comic dots could give back either hard Op Art effects
or Seurat-like scintillations, depending on how one
pushed them. These Pop painters replayedthe wheel
like story of sans-seriftype. They began with mechani
cal, impersonal bits of background noise that were the
marginal and least artful aspectsof the world of sixties
printing— a world dominated by high cosmetic styling
and slick color photography. But after the artists pulled
them up onto canvasand made them over as the com
ponents of personalstyles,these mistakesand millingmarks became the distinguishing stylistic traits of the
time, and have come now to stand not just for the
sixties, but for "modern" and for "art," as quasiindependent languages of form. When the Michelin
company wanted to remake Bibendum into a symbol
that would "say tire in 300 languages" to the age of
multinational corporations, they not only infantilized
him in the big-eyed, cheerily androgynous manner of
Mickey Mouse, but had him printed in Warholian offregister colors (fig. 178).
The implacable passivityand acceptance of standard
ization that first made their tentative appearance in
Johns'sworks could rightly be called the hallmarks of
American Pop art's response to commercial culture.
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176. Claes Oldenburg. Notebook Page, Clipping #44; Advertisement for Hairpieces. 1963. Clipping outlined with ink solvent on paper, 11 x 8V2"(28 x 21.6 cm). Collection ClaesOldenburg and Coosje
van Bruggen, New York

177. Andy Warhol. Wigs. 1960. Oil and wax crayon on canvas,
70V8X40" (178.1 x 101.6 cm). Dia Art Foundation, New York
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178. Boulet Dru Dupuy Petit. Qadit pneu dans 300 langues. 1986. Postcard. Courtesy Michelin, Clermont-Ferrand
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179. Andy Warhol. Campbell's Soup Cans. 1962. Synthetic
tion Irving Blum, New York
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But to different artists in different circumstances,the
same damned thing again and again can have widely
different meanings. For Warhol, a response to massproduced uniformity translated into a use of repetitive
modules, alternately jumpy and hectoring, or steady
and monotonous. The seriesof Campbell's Soup Cans
he first showed in Los Angeles in 1962 (fig. 179) is a
prime example of this apparent surrender to the
mechanistic facts of an assembly-line consumerism.
But this art was hardly a simple reflection of some con
dition of production specific to his time; if anything,
the Soup Cans are archaic, and nostalgic in both their
form and subject. The device of drumming an image
into the consumer's mind by constant repetition had,
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panels, each 20 x 16" (50.8x40.6
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after all, been familiar in advertising sinceat least Cheret's day (fig. 180). By the time Warhol formed his style,
such reiteration was in fact regarded in some market
ing circlesas an old-fashioned strategy, expensiveand
unimaginative. (A dominant dispute in early 1960s ad
vertising pitted against each other the competing phi
losophies of Rosser Reevesand David Ogilvy, with
Reevesadvocating massiverepetition of a single idea
as the prime instrument of selling, and Ogilvy standing
for the new wave of a more inventive, varied
approach.)
The Soup Cans, in any event, have more to do with
the supermarket shelf than with the ad page, and with
the devolution of old devicesof show into frozen hab-
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its of inventory.The repetition of objects that in Leger's
day had been admired as a spectacleborn of fierce ur
ban competition (figs. 93, 98) appears here as the sig
nature format of complacent suburban abundance.
And the object Warhol chose was, like the Coca-Cola
bottle Rauschenberg had used, a prime example of
consumer culture as a static reservoir of invariance. In
1961, Campbell's ads trumpeted the fact that the
price of this can had not changed in thirty-nine
years; and the label design was a perennial survivor,
having remained the same for more than fifty years. In
1912, Printers' Ink cited the Campbell's label as an ex
ample of effective packaging, good for display pur
poses, and another article in 1915 on "Designing
the Labelwith the Sales'Punch'" included the Camp
bell's can as an item with "sales force" and an "excel
lent example" of coordination between advertising
and packaging (fig. 181). 12 By the time Warhol
looked at it, though, this was no longer Picasso'skind
of motif but Johns's— not an attention-grabber and
sign of commercial variety,but a form so well known it
had become completely banal. The rows of different
soups—tomato, asparagus, chicken noodle— stress
the leveling production of standard varietiesthat allow
choice only within near-identical similarity. Warhol's
dead-handed evennesssetsforward a structure that is
made up of equal parts efficient, enduring stability and
numbing monotony. These soups and the stacked
Brillo Boxesof 1964 (fig. 182) are Johns'sZen koan of
double objects become mind-numbing incantation.
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180. Posters for Dunlop tires on the railroad bridge at Eu, 1907
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181. Illustration
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from Printers' Ink, July 10, 1915, p. 28
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182. Andy Warhol.

Various Boxes. 1964. Silkscreen ink on wood,

dimensions

variable.

The Estate and Foundation
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of Andy Warhol
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183. Ed Ruscha. Standard Station, Amarillo, Texas.1963. Oil on canvas,64
lO'W (164.8 x 309.2 cm). Hood Museum of Art, Dartmouth
College, Hanover, New Hampshire. Gift of JamesJ. Meeker, Classof 1958, in memory of Lee English
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The Brillo and Ketchup Boxeswere also obvious paro
dies of the modular structures of Minimalist sculptors
such as Carl Andre and Donald Judd. In finding the
aesthetic of the avant-garde in the dated banalities of
the storeroom, Warhol made somewhat the same
point Lichtenstein had made with the sneaker sole,
about the futility of trying to quarantine pure form and
crass reference from each other. But the Minimalist
aesthetic was not just a generic form of abstraction; it
involved a specific range of manmade materials,and a
sensibility of materialist austerity, that separated it
from the idealizing abstract art of earlier modernism.
Moreover, in paintings such as Frank Stella's blackstripe canvases,and in sculpturesas diverseas Dan Fla
vin's fluorescent tubes or Carl Andre's metal plaques,
Minimalism permitted a variable range of feelings (pristinely clinical rationality, or brute, raw power, or im
posing theatricality, or brash opulence, to cite only a
few); and its use of clarified, impersonal standardiza
tion could serve an artist as an adjustable lens rather
than just an immovable template. Ed Ruscha'sStand
ard Station, Amarillo, Texas(fig. 183), for example,
was— no lessthan the Soup Cans and Brillo Boxes—
knowingly fixed on the reductivist aestheticsof its day,
and involved in partial parody of hard-edge abstract
painting. Yet its emotional responseto the encounter
of that aestheticwith the look of masssociety is wholly
different.

Where Warhol and Lichtenstein made a salutary
regression into the world of cheap, coarse printing,
Ruschaeffected a smoother segue between basic artschool graphic technique and a personal poetics.
When he included material similar to that of New York
Pop, such as a comic or a Spam can, he isolated these
things in fields of color, enlarging the detached logos
to assume a classicrectitude, while leaving the trashy
querulousnessof the object itself to plead against the
cool, clean silence (fig. 184). Like others before him,
Ruschafound a landscapethat made him a painter; in
his case it involved an interlock between the expanse
of the Western deserts or the Pacific vista and the
blandness of "modernized" commercial design. In
works like Standard Station, Ruschafinds his Minimal
ism not along the K-Mart shelves,but out where the
commercialtemplate of clean, neat invariancefalls into
synchronization with a landscapeof endlessanonym
ity—primary-colored plastic evenly illuminated against
empty sky. The modular, mechanical rhythm of War
hol is here translated into an extended, imperturbable
continuity, and repetitious crowding is replaced by re
mote loneliness. Here also the fake promotional rhe
toric of colossal grandeur—the plunging forced
perspectiveof the gas station image— meets the reali
ty of the country's scale.The odd alchemy that Ruscha
sees and conveys is that a specificity arises from the
meeting of two seemingly generic absolutes: a set of

184. Ed Ruscha.Actual Size. 1962.Oil on canvas,6' x 67" (182.9 x 170.2 cm). LosAngeles County Museum of Art. Anonymous gift through the
Contemporary Art Council

impersonal commercial conventions, plus the intrac
table nature of Western space,yield a distinctive sense
of place— and a peculiarlyAmerican poetry of absence
to match Warhol's run-on rhymes of monotonous
abundance.
Lichtenstein, Warhol, and Ruscha all took their cues
from elements of graphics and printing in commercial
imagery.But ClaesOldenburg, beginning with a sculp

tor's feel for tactile values and form, made very differ
ent use of many of the same sources.Oldenburg is the
Courbet to Warhol's Manet—an artist out to grip the
power of fleshy matter, rather than a connoisseur of
surfaces.Warhol responded to Johns's ale cans with
his cooler but brighter and more brittle Soup Cans; Ol
denburg's riposte to the same model was his Dual
Hamburgers (fig. 185)—emblems of an appetite veer
ing toward disgust rather than of acceptance border-

185. Claes Oldenburg. Two Cheeseburgers with Everything (Dual Hamburgers). 1962. Burlap soaked in plaster, painted with enamel,
7x 14
(17.8 x 37.5x21.8 cm). The Museum of Modern Art, New York. Philip Johnson Fund
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186. Claes Oldenburg. 39 Cents (Fragment of a Sign). 1961. Muslin soaked in plaster over wire frame, painted with enamel, 29x38x4"
(73.6 x 96.5 x 10.1 cm). Collection Anne and William J. Hokin, Chicago

188. Claes Oldenburg. Auto Tire with Price. 1961. Muslin soaked in
plaster over wire frame, painted with enamel, 49x48x7"
(124.5x121.9x58.3 cm). Collection Jean-Christophe Castelli

187. Claes Oldenburg. Installation, The Store, 107 East Second
Street, New York City, December 1961-January 1962

ing on anomie. This is an art in touch with the flabby
paunch behind the hard commercial faqadesof Ameri
can culture, and its stock-in-trade is not transpositions
of style but transformations of state—from hard to
soft, from mechanicalto corporeal, and above all from
small to large. In that realm of mutability— between
the certainties of the machine and the weaknessesof
the flesh, or between the tiny banalities of private life

and the overweening ambitions of public symbolism—
Oldenburg found his way to deal with the peculiar
complexities of his society.
Oldenburg's early work, marked by the influence of
Dubuffet, found a repugnant vitality in the gritty mar
gins of urban life. But when he opened his studio on
the Lower East Side of New York as The Store (figs.
186-189), he swapped grit for garishness,and decid
ed to deal with the energiesof selling rather than only
with the look of the worn and abused. Delaunay'sand
Picasso'sold fantasy of avant-garde art as a publicized
business in the stream of urban commerce was

O
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189. Claes Oldenburg in The Store, December 1961 or January 1962

349

190. Installation of works by Claes Oldenburg at the Green Gallery, New York, September-October 1962

brought down to street level here, as The Store (and
the "happenings" that took placethere) dealt head-on
with the notion of art as a businessamong others in
the community, where customersare servedand com
modities bought.
After the pieties that had sur
rounded the painting of the Abstract Expressionists
and the accompanying model of the lonely, suffering
creator, American artists of Oldenburg's generation
adopted the guise of the small entrepreneur, or in
Warhol's case the manager of the loft-factory, as a
way of debunking Romantic notions of bohemian gen

214

213

ius, and getting back to the reality of a life lived in con
temporary society. Oldenburg's well-known litany,
in which each line begins "I am for an art...," em
bracesa world where commerce and advertising add a
crazy, hyped-up slang to the rotting, funny, appalling
fullness of daily experience. Screedsof brand names
and come-ons alternate here with passagesof quieter
wonder, pain, and sentiment:
I am for Kool-art,7-UPart, Pepsi-art,Sunshineart, 39 cents
art, 15 cents art, Vatronol art, Dro-bombart, Vam art,
Mentholart, L & M art, Ex-laxart, Venidaart, HeavenHillart,
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191. Claes Oldenburg. Floor Cone (Giant Ice-Cream Cone). 1962. Synthetic polymer paint on canvasfilled with foam rubber and cardboard
boxes, 53
11'4"x 56" (136.5 x 345.4 x 142 cm). The Museum of Modern Art, New York. Gift of Philip Johnson
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192. Claes Oldenburg. Floor Cake(Giant Pieceof Cake).1962. Synthetic polymer paint and latex on canvasfilled with foam rubber and card
board boxes, 58W x 9'6 x 58 (148.2 x 290.2 x 148.2 cm). The Museum of Modern Art, New York. Gift of Philip Johnson

Pamrylart, San-o-medart, Rxart, 9.99 art
I am for an art of thingslostor thrown away,on the way
homefrom school.I am for the art of cock-and-ball
treesand
flyingcowsand the noiseof rectangles
and squares.I am for
the art of crayonsand weak grey pencil-lead,and grainy
washand stickyoil paint, and the art of windshieldwipers
and the art of finger on a coldwindow, on dustysteelor in
the bubbleson the sidesof a bathtub
I am for U.S.GovernmentInspected
Art, GradeA art, Reg
ular Priceart. YellowRipeart, ExtraFancyart, Ready-to-eat
art, Fullycleanedart, Spendlessart, Eatbetterart, Hamart,
pork art, chickenart, tomato art, bananaart, appleart, tur
keyart, cakeart, cookieart 215
Oldenburg's initial model of commerce was that of
the overstuffed shops of immigrant neighborhoods,
and The Store reverted back to what Gleveo had long
before called the "provincial" style of merchandising:
food and tires and clothes all together, treated alike.
Immediately afterward, however, the artist reversed
field for an uptown exhibition at the Green Galleryand
adopted the format of the "spectacular" displayof gi
ant, isolatedthings. As opposed to the residuallypaint
erly look of items from TheStore, these oversizeditems
of food and clothing (figs. 190-192) brought out Ol
denburg's feel for the basicgeometry of forms, and for
the relation of art to the body. These grossly physical
objects also invited with a specialbaldnessthe accusa
tion leveled against Warhol and Lichtenstein,that Pop
art was simply a one-joke style based on inflating the
trivial. Scale—the relation between minor things and
major formats— was central to almost everything Pop

art explored. But for no artist was it a more important
consideration than Oldenburg; beginning with the
larger-than-life objects in the Green Gallery show, it
became his signature, and the major device by which
he expanded the concernsof his art from the realm of
the body and the studio to those of the city and the
society at large. Enlargementas a single issuebrought
into his sculpture all the conjunctions of hype and hu
mility, and the complexities of sprawling, omnivorous
vitality, both farcical and menacing, that he saw as the
epoch's character and his art's subject. And nothing in
Popbrought the attendant questions into clearerfocus
than his proposals to turn everyday objects into vast
civic monuments (figs. 193-195, 197-199). Theseco
lossalabsurdities spoke directly to issuesthat seemed
to haunt all of Pop art, of the relation between the
power of advertising, and the artist's private imagina
tion. These were jokes; that was part of what was so
serious and original about them.
The device of the architectural-scale object is one
that Oldenburg shareswith a venerable mode of spec
tacular advertising. The Baltimore skyline was formerly
dominated by the Bromo-Seltzer building, for exam
ple, which was a rough copy of the PalazzoVecchio in
Florence,with the tower culminating in a giant, illumi
nated Bromo bottle; and the Heinz Corporation in
stalled an eighty-foot pickle at the intersection of Fifth
Avenue and Broadway in 1906. But this strategy has
had a much longer life in the human imagination, and
the advertisers are just part of a complex genealogy
that runs back and forth from sophisticatedfictions to
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193. Claes Oldenburg. Late Submission to the Chicago Tribune Architectural Competition of 1922: Clothespin (Version Two). 1967. Pencil,
crayon, and watercolor on paper, 22 x 27" (183.3 x 68.6 cm). Des Moines Art Center. Gift of Gardner Cowles by exchange and partial gift of
Charles Cowles

cheap popular humor, with at leasttwo seriousstrains
of intent. In Jonathan Swift's Gulliver's Travelsor in
LewisCarroll's Alice's Adventures in Wonderland, vast
changesin scalewere a way to transform the world we
take for granted into a wholly unfamiliar, disorienting
place that had to be re-addressed part by separate
part— from cavernous nostrils to towering furniture.
These authors intended to change the way people
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looked at the world and its hierarchies by a willful
use of confusion and disorientation. But eighteenthcentury visionary architects such as Etienne-Louis
Boulleeand Jean-JacquesLequeu, associatedwith the
Enlightenment's program of radical reason, had the
opposite purpose in mind when they proposed to
make cattle barns in the form of giant cows, or broth
els in the form of male genitals: they wanted a Uto
pian clarity, in which the manmade world appeared as
an array of immediately apprehensible signage that
made the order and hierarchy of things crystal clear.
Oldenburg eventually spliced the genes from both
these ancestries,but the basic device of enlargement
had been living an active life in popular culture and the
advertising world in the interim.

The philosophical desire for clear, legible signs had
its pragmatic and commercial progeny in the giant ob
jects such as scissorsor shoesor wine bottles that were
familiar devices of urban shop signage long before
1900. And when photography became a manipulable
part of printing in the late nineteenth century, the dis
orienting effects of fictional gigantism slipped down
from the realm of political critique to the more folksy
tasks of making "tall tales" concrete: whale-size fish
caught in the Catskills,or the prodigious vegetablesof
the Midwest soil (fig. 196). Then around the time of
World War I, when print advertising became more or
ganized as a competitive profession, advertisersbegan
to look on the natural discrepanciesin scalethat com
monly appeared in a page's array of ads— hotels and
shoesside by side at the same size—as something that
could be manipulated to make products more vividly
impressive.A 1921 article in Printers' Ink on " 'Jumbo'
DisplayThat Dominates" responded, for example, to
an ad in which a watch had been enlarged many times
to fill a large page. The innovation was (like the bor
rowing of tabloid style and comics for the thirties
"buckeye" look) a pre-Popappropriation within adver-

——

194. Claes Oldenburg. Proposed Colossal Monument for Park Avenue, New York City: Good Humor Bar. 1965. Crayon and watercolor on
paper, 23Vi x 17V2"(59.7 x 44.4 cm). Collection Carroll Janis

195. Claes Oldenburg. Proposed Colossal Monument to Replace the Washington Obelisk,
Washington, D.C.: Scissors in Motion. 1967. Crayon and watercolor on paper, 30 x 19
(76.2 x 50.2 cm). Collection David Whitney
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tising itself, which involved moving a poster format
into the newspaper world. "Now that showing the
goods has become almost an advertising fad," the au
thor reasoned,"these freak layoutsare worthy of anal
ysis." And, while he worried that the public might find
such scale shifts strange, he took comfort in the way

audienceswere accepting the innovative close-upsof
faces in movies. The trick was to get Boullee without
Swift— to obtain the impressive,memorable force of
the deformation without letting its bizarre or repellent
potential take over. The huge watch succeeded, he
reckoned, becauseit was "to the reader, no more than
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196. Postcard, c. 1909. Charles C. Stack & Company, Sioux Falls, South Dakota. Collection
Andreas Brown, Gotham Book Mart, New York
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197. Claes Oldenburg. Proposed Colossal Monument for Thames River: Thames Ball. 1967. Crayon, pen, and watercolor on postcard,
3 x 5V4"(8.9 x 14 cm). Collection Mrs. Edwin Janss,Thousand Oaks, California
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198. Claes Oldenburg. Proposed Colossal Monument for Thames River: Thames Ball. 1967. Crayon, pen, and watercolor on postcard,
3 x 5 (8.9 x 14 cm). Collection Carroll Janis
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199. Claes Oldenburg. Proposal for a Skyscraperin the Form of a Chicago Fireplug: Inverted Version. 1969. Pencil,crayon, and watercolor on
paper, 17 x 12" (44.5 x 30.5 cm). Collection Dr. and Mrs. Phillip T. George

200. Constantin Brancusi. Torsoof a Young Man. 1924. Polished bronze on stone and wood base, 18x11x7" (45.7 x 28 x 17.8
cm). Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington, D.C.Gift of Joseph H. Hirshhorn

a literal translation of a well-known timepiece. It com
mands attention because, in all memory, the average
person has never seen so large a watch in picture
form." But to control that reaction required consider
able artistry in the simplification of effects, tricks of
forced perspective, and extensive retouching of any
photo used; and unless one chose the right kind of

item, and used the right blend of generalization and
specificity,the results became disturbing or potentially
monstrous. " 'Jumbo' Display. . ." is a remarkable doc
ument of the way in which competitive salespressure
first brought advertisers to confront, Janus-fashion,
both the problems of Gulliver and the potentials of
Pop:

/52"
1
sx

201. Rene Magritte. Personal Values.1952. Oil on canvas, 31

39

Peopleare impressed by size
For almost a year the cam
paign for Champion spark plugs has been guided by this
principle. The plugs are shown as large as they can be
worked into full pages, and most cleverly retouched to bring
out not only their detail, but the variousqualities of metal and
porcelain, by means of expert poster retouching.
Thus when a magazine is unfolded, a great spark plug
greets the reader, so impressivein size and so complete in its
form and mechanism that the man not altogether familiar
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(80.3 x 100.3 cm). Collection Harry Torczyner, Lake Mohegan

fects by enlarging the product, and then introducing other
units in normal size.
Thus we find a Life Saver mint display,with an enormous
mint placed in juxtaposition to tiny figures, grouped around
and about it, examining its good points. The mint seems as
big as a planet yet it is always the advertised product,
unmistakably.. . .
One of the strongest advertisements we have observed
was a double spread in newspapers used in the South some
yearsago, when an advertiser,weary of little, tight, cramped

with them is in a position to study every separate part.
On the other hand, to show that it may not always work
out successfully,an advertiser hit on the idea of showing en
largements in a line of various crackers,cookies, breadstuffs,
doughnuts, etc. The eye refused to accept them in this dilat
ed form. They were ugly, not at all palatable.

The tumbler reached from the top of the paper to the bot
tom and simply "flabbergasted" the reader when the paper
was opened.

Another advertiser reproduced his cigar at least five times
its real size. And here again no smoker could look upon the

To get attention, it is sometimes necessaryto have the
"Biggest Show on Earth."

result with zest. For some reason,although the form and tex
ture were faithfully reproduced, these drawings did not look
like cigars

this amplification

It is always possibleto secure most unusual illustrative ef

reproductions of his product, had an immense coarse-screen
half-tone made of a fruit beverage in a glass.

By the early 1950s, within the legacy of Surrealism,
by image had once again become a

device of the sophisticated and philosophical imagina-
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tion, in works by Magritte such as PersonalValues(fig.
201) or The Listening Room (fig. 202), which induced
odd Romantic comminglings of unease and exhilara
tion by setting small, routine possessionsagainst beck
oning skies of freedom, or imprisoning monstrous
vegetable life in the confines of a domestic chamber.
In science-fiction movies of the same period, mean
while, scale change became the curse of a world
thrown out of balance by the mad dreams of atomic
science: giant ants and spidersstalked the earth as ra
diation mutants. And on planes both popular and
more prestigious, radical size shifts returned to their
function of demolishing conventional ways of thinking
about human society and its values. The 1957 movie
The Incredible Shrinking Man related, with the aid of
oversize-objectprops, a Kafka-with-popcorn fable for
the Existential age; continual shrinkage forces the
movie's hero to face his ultimate inconsequenceas an
atomized soul in a vast world. And in 1968 the design
er Charles Eamesproduced The Powers of Ten, a re
markable sequence of scale-multiplied images, from
the microscopicallyminute to the telescopicallygalac
tic in swift hops, as a way of encouraging a humbling
sense of proportion in an over-proud technological
era.
Finally in Oldenburg's day, the long-traveled strate
gy of gigantism resurfaced as a "new" technique in
print advertising. Realizedwith technicolor photogra
phy, the "jumbo" object of the 1920s became, in the

early 1960s, the antidote to the vague indirection of
1950s advertising, which had grown routine. The in
fluence of market research, the ad executive Walter
Weir wrote in 1962, had led to a reliance on "tested"
formulae that brought laziness,and a tendency to fall
back on the feel-good associations of "the smiling,
prancing housewife, the triumphant-looking husband
and the excessivelybuoyant and deliriously happy fam
ily group." But he noted approvingly that the "latest
school. . . rebels.... It attempts instead a sheer, stark
presentation of the product— not in the lower righthand margin where it was formerly relegated, but
right smack up where the big illustration used to be,
and BIG— " And the revolution came, Weir saw, from
a forced marriage of genreswithin the trade. His "look
of the sixties" in advertising was the (Warholian) com
bination of Vogue plus the supermarket magazine, the
stylishly spare techniques of glamor fused with the
straight-up factuality of commodity ads.
When Oldenburg clipped a close-up, enlarged, six
ties ad for coffee creamer and noted next to it "rain
storm at sea" (fig. 203), he was thus both responding
to a stylization of the advertising of his particular time,
and recoveringfrom it a fundamental deviceof the hu
man imagination, a device which had been passedup
and down through the commercial and artistic image
ry of the century (just as Lichtenstein had found in Irv
Novick's comics the residue of compositional ideas
that had left the world of prints and paintings to live in

202. Rene Magritte. The Listening Room. 1952. Oil on canvas, 17Vsx 21W (44.8 x 54.9 cm). The Menil Collection, Houston

203. Claes Oldenburg. Notebook Page, Clipping #500: Rainstorm at Sea.1966.Clipping with ballpoint pen on paper, 11 x 8V2"(28x 21.6 cm).
Collection Claes Oldenburg and Coosje van Bruggen, New York
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movies and then return to illustration). Oldenburg's
paste-up notebooks attest that he saw advertising as a
rich repository of such potentials, which only needed
to be coaxed to reveal an untoward power. The ex
traordinary image he clipped of women cowering be
fore rolls of carpet, for example (fig. 204), did not just
harmonize with the scalejoke in projects like that for
sculpturesof colossalcigarettes (fig. 205); it suggested
a play with the same basic symbolism of phallic men
ace. The fallen-down woman added at the right stood
for the result of the confrontation, and the little head
of Daniel Boone, with its admonition to learn the for

est's secret, suggested to Oldenburg the larger notion
of confrontation with the "savage" or "wild" side of
consciousness. Ad imagery strung together in this
way yielded an unexpected Freudiannarrative. But this
was no longer the situation of Victorian catalogues,
where, as Lucas and Morrow said, one man will find
mere facts and another drama; advertising itself had
become routinely full of drama. Influenced strongly by
the successof Doyle Dane Bernbach's campaigns in
the 1950s, sixties advertising was obsessedwith "cre
ativity," and the injunction to make imagery surprising
and dramatic had perked down to broad strata of the
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"Fight the Injun
with your wits, he
respects you more.
Learn the forest's
secret."
—DA NX BOONE
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204. Claes Oldenburg.
Notebook Page, Clipping #560: Tumbling
Carpet Rolls. 1967. Clippings on paper, 11 x 8
(28 x 21.6 cm). Col
lection Claes Oldenburg and Coosje van Bruggen, New York
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205. Claes Oldenburg. Colossal Fagends in Park Setting with Man.
1961. Pencil and watercolor on paper, 30 x 22" (76.2 x 55.9 cm). Col
lection Mrs. Rene d'Harnoncourt

trade/
For Oldenburg, the most interesting results
obtained not at the high, "Cadillac" (or now, more
properly, "Volkswagen") end of such styling, but in its
mutation in the unexpected domain of the killer car
pets and the isolated, aggrandized hamburger and
fries (fig. 206).
The processesof retouching, enlarging, and printing
ad photographs could exaggerate textures, or make
evanescentthings concrete, in ways that attracted the
sculptor's eye for form and tactile values. The crinkly
texture of a French bra, for example, highlighted by
the crude lights and darks of an ad, could spur a Sur
realist body/food analogy (fig. 207); and the lighting
patterns on french fries or water drops could become,
if nudged just a bit further by an outline, an indepen
dent vocabularyof form, involving a transformation of
states— liquid to solid, soft to hard—that interested
Oldenburg.
The project drawings for monuments bring these
rich constellations of possibilities— Enlightenment
ideals of communication, Freudian analogy, and
monumental pickles—to bear on a singular blend of
personal memory and futuristic public fantasy. Items
like the clothespin (fig. 193) and the ice bag were arti
facts of the pre-1950s past, and the fireplug was speci
fically the Chicago model of the artist's childhood (fig.
199). Yet these monuments were conceivedas engag
ing directly with the conditions of the present. Long
before the notion of specific "site-relation" in sculp
ture, these colossal signposts were often intended to
be immediately symbolic of their sites(for example, gi
ant kneesfor miniskirted London) or to respond to the
specific environment around them: the toilet-tank
floats in the Thamesturned the movement of the tides
into a "spectacular" civic occurrence (figs. 197, 198).
And the monuments spoke truth about cities: the pro
posal for bowling balls on Park Avenue, or wiper
blades by LakeOntario, or scissorsfor the Washington
Monument (fig. 195) involved potential threats that
were designed to teach constant, fast-stepping alert
ness to danger amid the amusement. These visions
echo lessDuchamp's urbane strategiesthan Leger'svi
sion of modern urbanity—a hard, congested, com
petitive environment where liberating joy might
consist of recognizing and elevating the grandeur of
the commonplace, and where the scaleof giant adver
tising sets the tone to be rivaled.
As with Lichtenstein's little jabs at Vasarely,there is
an implicit aesthetic-cum-social argument here— di
rectly against the afflatus of commemorative sculp
ture, but implicitly against ideals of social and cultural
unity being vested in an abstruse, hypocritically lofty
symbolic language. To ask whether these proposals
are ironic or heroic is to miss the point: they use irony
as a vehicle of heroism in the way Philip Guston's
paintings take comedy as a vehicle for tragedy. The
radical idea of satire is uppermost here, in the Swiftian
sensethat by making familiar things alien, we get out
side our conventions and achieve a critical objectivity
about our society.And certainly the projects were per-
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206. Claes Oldenburg. Notebook Page: Shoestring Potatoes, Ket
chup Bottle and Coke Glass.1965. Ballpoint pen and clipping on pa
per, 11 x 8Vi" (28 x 21.6 cm). Collection ClaesOldenburg and Coosje
van Bruggen, New York

207. Claes Oldenburg. Notebook Page: Pork Chops Compared to
Breasts in Brassiere. 1964. Ballpoint pen, crayon, and two clippings
on paper, 11 x8W (28x21.6 cm). Collection Claes Oldenburg and
Coosje van Bruggen, New York

ceived as radically critical: the Marxist theorist Herbert
Marcuse felt certain that if such things could ever be
erected, it would signal that the whole enterprise of
modern capitalist society had collapsed.
But the
monuments also translate into modernist terms the
eighteenth-century ideal of a public landscapefull of
form-signs instantly understood by all citizens,by mak
ing something big out of common, ignored resources.
Unlike the architect making the cow stable in the form
of a cow, or the barrel-maker's house out of rings, Ol
denburg inverts rather than codifies the existing order
of things, and rifles the kit-bag of his personal experi
ence— clothespins,fireplugs, and toilet balls—for ob
jects that will say "me" and "you" and "us" all at
once. The harmonious certainty of social niches is de
throned by the bumptious volatility of individual play
as the embodiment—or objectification— of civic
good. The smile of reason has become the guffaw of a
huge, absurd, and quite serious joke, which Marcuse
only half got.

inverted fireplug, for example [fig. 199], echoes Torso
of a Young Man [fig. 200]), which were part of a
broader reassessmentof Brancusithat was also being
pursued by contemporary Minimalist sculptors such as
Carl Andre and Robert Morris. The Minimalists, how
ever, reveredthe Rumanianmaster as a prophet of sys
tems of pure geometric forms. Oldenburg recovereda
different heritage from the same source, by making his
fireplug reaffirm the phallic nature of Brancusi'sTorso,
and by conceiving the symmetry of a clothespin as the
analogue of the passionate couple in Brancusi'searly
Kiss. His Brancusiwas an artist in whose work a basic
shape could evoke multiple references to the body,
and to social and erotic life. It was this simultaneous
engagement with condensed forms and enlarged
meanings that Oldenburg sought to expand, by carry
ing both Brancusi'seye for formal analogy and his feel
for the eroticized object into the broader range of
manmade things. Brancusihelped him see new possi
bilities for fireplugs, and looking at fireplugs helped
him rethink what Brancusicould mean for the future
of art.
Similarly,when Oldenburg looked back, as the Mini
malistsdid, to the art of the RussianRevolution,he was
less drawn to the pure Suprematist forms of Kasimir
Malevich than to publicity, in the broadest sense: the

Again and again, we have seen how popular culture
hasservedmodern artists as a point of recoveryfor cer
tain aspectsof the high-art tradition. The proposalsfor
colossalobjects are yet another instance, for they in
cluded some referencesby Oldenburg to Brancusi(the

208. Claes Oldenburg and the Lipstick (Ascending) on Caterpillar Tracks,at Beinecke Plaza, Yale University, 1969

visionary radio towers, kiosks, and monuments in
which Russianavant-garde artists set themselves the
task of informing and inspiring the citizens of the new
society.The clearest homage to this ideal was the only
one of the early monuments to be realized,the Lipstick
made for and donated to Oldenburg's alma mater,
Yale University,in the spring of 1968 (figs. 208-210).
When the Lipstickwas brought to Yale as a part of the
protests against the war in Vietnam, one of the prece
dents Oldenburg thought to evoke was the visionary
project conceived in 1920 by the Russianrevolutionary

artist Vladimir Tatlin, for a Monument to the Third In
ternational. Tatlin's giant, spiraling tower would have
been a point of dissemination for news and informa
tion, and a symbol for a new world order; Oldenburg's
monument was intended to provide a rallying point for
protest gatherings, and a platform for speakers.
The Lipstick also attempted to recover the alliance
Rodchenko and Mayakovsky had tried to forge be
tween consumer advertising and social reform, and to
renew the promise that Leger had seen in the com
mercial objet-spectade as a focus for a new conscious-

209. Installation of Claes Oldenburg's Lipstick (Ascending) on Caterpillar Tracksat Beinecke Plaza, Yale University, May 15, 1969
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210. Claes Oldenburg. Lipstick (Ascending) on Caterpillar Tracks.1969,reworked 1974.Painted fiberglass tip, aluminum tube, and steel body.
Tip, 10' (304.8 cm) high x 48" (121.9cm) diam.; tube, 7' (213.4 cm) high x 48" (121.9 cm)diam.; body, 5" x 8' x 11' (12.7 x 243.8 x 335.3 cm). Yale
University Art Gallery, New Haven, Connecticut. Gift of the Colossal Keepsake Corporation

generation. The speed with which advertisers and
manufacturers adopted the trappings of this sexuallib
eration and turned them into a "new look" for the
purposesof sales,proved (depending on one's point of
view) either the extraordinary resiliency and capacity
for adaption within Western societies,or the voracious
power of the established economy to assimilate and
thus render impotent all rebellions. In any event, the
situation made overheated images of sexuality in midsixties advertising into charged zones of contradiction
between the forces of change in society and the bla
tant machinations of the familiar dream machine of
economic seduction. (The artist clipped a particularly
egregious, sexist example for his notebook in 1965
[fig. 212].) The Lipstick was in no way dependent on
such ads, but it played on their form of gigantesque
Freudian imagery.The priapic authority of the monu
ment's shaft was undermined by its sagging tip: this
red protrusion was originally made purposefully limp,
so that each speaker,on mounting the platform base,
could pump it into erection, as a call for attention. A
leaking valve allowed it to deflate each time, leaving
this symbol of triumphant potency in chagrined relax
ation until the next stimulus. The pretensionsof gran
deur were displayed, in other words, only to mock
them; and the power of sexuality was reclaimed by
leavening it with humor.

211. Claes Oldenburg. Lipsticks in Piccadilly Circus, London. 1966.
Clipping on postcard, 10x8" (25.4x20.3 cm). The Trustees of the
Tate Gallery

ness.Oldenburg set out to do this by stealing back the
language of symbolic spectacleAmerican businesshad
been using in its massadvertising, and by then turning
it against the idealsof armed belligerencythat seemed
supported by that same corporate establishment. The
combination of symbolism in the Lipstick, of sexuality
and military hardware, is the same formula for con
sumer seduction that had been at work in the bump
ers and fins of the 1957 Cadillac. Here, however, the
usage is critical and satirical, rather than mythifying.
The erect phallic symbol that moves on tank treads in
sistson the link between male sexuality and America's
military aggression, and highlights the sinister aspect
of the commingling of glamor, sex, and power in
American fantasies.
Oldenburg had previously imagined a retractable
lipstick as a monument to replacethe statue of Erosin
London's PiccadillyCircus (fig. 211), recognizing the
combination of fashionableglamor and sexualityin the
"swinging London" of the early 1960s. This conjunc
tion between cosmeticsand sex was self-evident, and
advertisershad long played upon it as a staple of their
trade. In the early sixties, however, a more overt insis
tence on eroticism, as embodied in the miniskirt and
exaggerated facial make-up, had an element of social
defiance as well, exemplifying youthful opennessin re
volt against the more straightlaced mores of an older
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212. Claes Oldenburg. Notebook Page, Clipping #322: Lipstick Advertisement,
in a British Publication.
1965. Clipping on paper,
11 x 8V2" (28 x 21 .6 cm). Collection Claes Oldenburg and Coosje van
Bruggen, New York
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As opposed to the visionary projects for monu
ments, which imagined small things as enormously
grand, the Lipstick recaptured and reduced to human,
interactive scale the apparatus of grandiose corporate
advertising. When Leger took something small and
forthright from the little world of newsprint announce
ments and blew it up, he intended to celebratethe nononsensedirectnessof commerce's appeals(figs. 101,
102); Oldenburg instead humbles an item made overlarge by glossy pictorials, in order to point out the
eguivocal nature of advertising's seductions. This is a
sculpture that speaks the language of glamor maga
zines, billboards, and television; but it does so in a for
mat of communication more appropriate for town
criers, and the Speaker'sCorner of Hyde Park in Lon
don. It is both monumental and toy-like. Hence its
strengths and weaknesses,as a memento of a time
when it seemed that small communities of privileged
universitystudents could stealthe consciousnessof the
world away from the power of mass media, by using
that same power to better ends, and by staging more
memorable spectacles,within the smaller world they
controlled. At a moment when it was thought "the
whole world is watching," this sculpture lifted the
none-too-subtle gesture of a vertical middle finger to
ward the larger field of exploitative sexual imagery in
massadvertising. Yet even in its ironizing antagonism,
the Lipstick also represents one of the singular mo
ments when— as with Delaunay, Leger, and Rodchenko before— it seemed that the artist might seal a
partnership with the forces modern publicity had

tapped, and leave the role of cafe consumer or small
entrepreneur to join the ranks of the professionalmov
ers of mass imagination.
A half century before the Lipstick, Leger had asserted
that the state of war had determined the tenor of
modern times; but in his view, that tenor had to do
with an intensity of competition that stripped away
complacencyand favored the inventive spirit. The Viet
nam War, by contrast, linked commerce and militarism
in an entirely different way: it seemedto epitomize the
bloated excessesof overextended corporate produc
tion, and the way it was "sold" by the government
seemed a natural extension of the feel-good rhetoric
by which consumer spending was promoted. Ameri
can dreams and American lies seemed, like passive
comfort at home and active aggressionabroad, inextri
cably enmeshed.
JamesRosenguist'sF-111 (fig. 213) was one of the
most direct and memorable responsesto this situation,
yet it had its origins in an unlikely,outmoded corner of
sixties advertising. When he first came to New York,
Rosenguistjoined the venerable line of modern artists
who have earned part of their living in some form of
commercial art (Magritte, Schwitters, Warhol, and
Ruschaare only a few of the obvious examples). But
the job he took was the blue-collar labor of painting
huge billboards, in Times Sguareand elsewhere.As he
recognized, this employment put one part of his exis
tence back in touch with the Mexican muralists of the
thirties, while his work as an artist was dealing with the
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213. James Rosenquist. F-111. 1964-65. Oil on canvas with aluminum; overall, 10x86' (304.8x2621.3 cm). Collection Richard E. Jacobs
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effects of Abstract Expressionism.
In an age of television, the billboard was no longer
the menace it had appeared to be around World War I.
It seemed more like an endangered species,or at least
a white elephant, while the hot-eyed young creators
on Madison Avenue focused their best efforts on mak
ing playletsfor the small screen. Rosenquistsaw, how
ever, that his day job could, beyond just paying the
bills, offer something to his art. At first, as an abstract
painter, he tried expanding his color selection by tak
ing the exaggerated palette of the giant signs— ManTanorange, Franco-Americanspaghetti orange— back
to the studio. Then he saw that the "non-style" he
used in executing hundreds of square yards of en
larged photographic imagery could give his work a
look of infuriating neutrality, which would allow him
special artistic room within which to maneuver. The
dead-handed, evenly modeled look of billboard ren
derings led backwards, toward the cool impersonality
Magritte had first adopted from utilitarian instructional
imagery,and seemed appropriate to the dated materi
al— ten-year-old cars, out-of-style hats, and other
items remote from contemporary stylishness— Rosen
quist favored as subject matter.
Rosenquistsought to adopt these dated techniques
and images, however, to deal with the impact of ad
vertising in his own time; for he saw ads both as the
stuff of his daily existenceand as a pillar of the society
he lived in— the source of a tremendous power that
art might emulate. He told an interviewer in 1964, the
year he conceivedF-111, that he was "excited and fas

cinated" by the way modern communications used
"things larger than life" to attack sensibilitieswith a
speed and force that made traditional painting seem
old-fashioned. And he saw advertising as the crucial
model to adopt if art hoped to have a voice in such an
age. "I think we have a free society," he said, "and the
action that goes on in this free society allows en
croachments, as a commercial society.So I geared my
self, like an advertiseror a large company, to this visual
inflation— in commercial advertising which is one of
the foundations of our society." Stressingthat adver
tising had "such impact and excitement in its means
and imagery," he continued:
Paintingis probablymuch moreexcitingthan advertising
—
sowhy shouldn'tit be donewith that powerand gusto,with
that impact My metaphor,if that iswhat you cancallit, is
my relationsto the powerof commercialadvertisingwhich is
in turn relatedto our free society,the visualinflationwhich
accompanies
the moneythat producesbox tops and space
cadets 225
In choosing the F-111 fighter-bomber as the subject
for an immense painting, Rosenquistunderstood that
the object itself, as well as the advertising style in
which it would be shown, were linked to the basic
structure of the American economy. This was the
newest, most technologically advancedweapon in the
Air Force arsenal. And Rosenquist saw, as Hamilton
had seen in regard to mid-fifties cars, that such items
of accelerated progress were manifestations of a sys
tem of rapid turnover between invention and obsoles
cence. For Hamilton this system held broad promise in
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the domain of material life, and in the creation of mod
ern fantasies. But for Rosenquist the dilemma was
more acute, as the surplus of economic energy
seemed vented, not into chrome surrogates for space
flight, but into real-life militarism. The 1957 Cadillac
had been a jet-styled dream that a person could own;
the bomber's styling was deadly functional, and des
tined solely for national-security purposes.The relation
between that governmental scale of reality and the
smaller objects of personal, material consumption— or
between collective obsessionsand private fantasies—
is among the subjects the painting treats. And where
Lichtenstein's comics-based images had just a few
years before ironized the cowboy myth of the air ace,
this picture treats both the engine of warfare and the
language of advertising in terms that are more omi
nous, ghostly in their smoothly modeled anonymity,
and overpowering. The vast shape of the bomber
weaves its way through the array of more domesticat
ed advertising images, as Robert Hughes said, "like a
shark threading a reef."
Scattered throughout this painting is a mini-history
of the motifs we have followed not only in this chap
ter, but throughout the book till now. The painted
flower pattern at the left end, a device Rosenquisthad
seen used in lobbies as a simulation of wallpaper, is a
decorator's shortcut that recalls the faux bois tech
nique Braque and Picassoused. In the Cubists' hands,
such a device had been a jaunty little joke about the
pretensionsof the decorative; here, where the painter
wanted it to evoke an atmosphere "solid with radioac-

tivity and other undesirableelements," it has been ele
vated into a symbolic language for concernsof life and
death. The tire, constituent of the Michelin man and
point of interest for Lichtenstein and Oldenburg as
well, serves as a colossal, geometrically abstracted
"crown" over the flag-decked angel-food cake, rhym
ing the air-filled confection of sugar with the inflated
piece of rubber hardware. And the light bulb, ironic
surrogate of the human head for Picabiaor Johns,and
emblem of lonely nights for Guston, here embodies a
peculiar dialogue of colors, in which subtly nuanced
hues in painterly oils emit a glow against the sharper
rhetoric of the commercial, fluorescent paints behind
them.
The grinning little girl, descendant of the in
escapable Bebe Cadum and countless other symbols
of cleanlinessand innocence, is now dwarfed by the
adult-scaled, massivechrome hairdryer whose bullet
like styling ties it to the plane. And in the rhyming jux
taposition of the bubbling discharge of an aqualung
with a mushroom cloud from a nuclear explosion, we
have both a minor restatement of the painting's major
theme—the interrelation between private consumer
amusements and massivesocietal malfeasance- and
a terrible echo of the optimism of such earlierjuxtapo
sitions as the biplane, the Ferriswheel, and the rugby
game (fig. 28). Finally,all of this comes to a conclusion
with the erect nipple of the jet's nose cone laid over
the tangled skeins of a mass of spaghetti. Drawn directly from Rosenquist'sformer billboard repertory of
Franco-Americanfoods, it here suggests visceral gore
as well, a culminating field of gruesome internal or-
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ganicism against the hard metals and surface glamor
that dominate the imagery.
Recapitulatingthe major and minor themes of mod
ern art's engagement with advertising, F-777 is also a
narcissisticGuernica for the sixties, concentrating on
the psychosociallife of those who do the bombing,
rather than on the traumas of the bombed. But at
tempts to wrest from it some clear political "message"
may be even more futile than the many attempts to
decode Picasso'smural. This painting was, in very real
ways, never meant to be seen whole. Conceived at a
scale that would cover all the walls of one relatively
small room in Leo Castelli'sgallery,the picture was to
engulf the viewer, and be all around at once. This is, of
course,the opposite of the billboard's intended effect.
F-111 presentsthe billboard as Rosenquistexperienced
it while painting one. And by using long-distancetech
niques in intimate quarters, and the devicesof instant,
clarified impact in a broken-up, wrap-around format,
Rosenquistturned advertising'sdevicesand imageryto
art's purposes. From the stuff of easy recognition and
hard sell, he created an experiencewith no one cate
gory of association, difficult to absorb, and without
clear mandate. Oldenburg had used enlargement to
gain distance, to make the monumental ironic, and
upset decorums of proportion. But by pushing the
viewer deeper into colossally scaled images, Rosen
quist encouraged an opposite response,of confusion.
He forced the antiquated techniques and scale con
ventions of sign painting to yield an equivalent for the
jumpy, disjointed perceptions of an electronic age:

the painting was purposefully conceived as an assem
blage of separate panels and was intended to be sold
off piecemeal.
One of the quintessential movies of the sixties was
Michelangelo Antonioni's Blow-Up, and one of its
themes was the premise that the more we push our
technology toward what we take to be certainties,and
the more we enlarge the images in which we put our
faith, the more profound will be the grainy uncertain
ty, moral as well as optical, we are obliged to confront.
When Seurat,or Delaunay,or Legerlooked to advertis
ing, they saw a power to focus the mind, arrest the
imagination, and convey immediate excitement. Ro
senquist, however, in blowing things up, and in bor
rowing directly from the techniques and imagery of
advertising, searchesa modern form of dispersed at
tention and moral doubt, amid a paradoxicaloverlayof
pleasureand fear, triviality and power. And in this re
gard, the F-111— on a grand, intently serious, and
panoramic scale— also descendsfrom the intuitions of
Picasso, Braque, and Gris, when they abutted the
headlinesof war with little ads for light bulbs or under
wear and snippetsfrom current songs.The sounds of a
century—the lilt of the Cubists' popular refrains, the
clamor in the competitive shop window, the lyrics of
countlessslogans,and the crashof billboards "scream
ing .. . in the timid landscape" — here coalesce in a
stunning crescendo,where the devicesof high-impact
certainty conspire to yield an encompassing,disorient
ing experience of ambiguity and contradiction, compellingly unresolved.

1. Jeff Koons. Rabbit. 1986. Stainless steel, 41 x 19 x 12" (104.1 x48.3 x 30.5 cm). Private collection
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time farce, second time tragedy. This
reversalof Marx's aphorism about the way
history repeats itself is true for the history of
modern art. If there's a pattern that con
nects all the contingent, individual histories
we have chronicled, it's that things which
began in modern culture as jokes, comeons, and sideshows—comic-strip con
ventions and Edwardian humor books and
shop-window arrangements— have been transformed
by modern artists into mysteries, lyrics, and elegies.
Miro found the form of the unconsciousin a catalogue
for hair combs; Picassofound a Mallarmean poetry of
the modern city in the accidents of a newspaper-kiosk
display; Guston found a tragic grandeur in the un
shaded light bulbs and bare plank floors of Depression
comic strips.
In the past twenty years, though, the pattern
by which jokes have been repeated as elegies has
taken on a new and unexpected intensity. However
complicated the play of
attraction and repulsion
between modern art and
popular culture may have
been in the past, the low
world outside the studio
had remained for a cen
tury — from Seurat's mad
mechanicaldance through
Picasso's
syncopatedfound
poetry to Warhol's bright,
incantatory repetitions
and Rosenquist'soverload
of images— a source of
irreverent energy. Pop cul
ture, good or bad, was
almost always hot.
In contemporary art,
however, the meaning of the invocation of popular
culture in art seemsto have changed dramatically. In
stead of evoking humanity in motion, either racing
ahead to Utopia or dashing lemming-like off a cliff, the
forms of popular culture as they are reflected in con
temporary art seem glacial— the fixed heraldry of a hu
morless, monolithic, ceremonial civilization. Pass in
imagination from Rosenquist'sF-111 ("Advertising,"
fig. 2 13) to the calm, impersonalelectric displayboards
of Jenny Holzer, with reports of human suffering
streaming by as if they were emphemeral news, or
from a room of the metamorphosed soft objects of
Claes Oldenburg to the paralyzedand armored metal
objects of Jeff Koons (fig. 1), and you feel a deliberate
drop in temperature— a sense of having entered a
new IceAge of pop imagery.The shift from the Pop art
of the sixtiesto this world of the eighties is like the mo
ment at the end of the Beatles' "A Day in the Life"—
the mounting and increasingly incoherent orchestral
scream subsiding into the big, endlesslysustained fu
nereal chord. Extend the histories we have chronicled
to their current incarnations,and, again and again, you

encounter old forms reincarnated in a new and calmly
embittered spirit: word art that insistson the impossi
bility of any private language remade from public
speech; graffiti art that declares its own inability to
make an authentically personal mark; cartoon art that
can only repeat, rather than reimagine, popular form;
ad art as icy and cynical as anything from Madison
Avenue. If in the past the jokes of pop culture had
been the templates for the elegiesof modern art, now
the jokes of modern art have become the templates
for a new despairing mannerism. No period in modern
history has seen so many artists involved with so many
kinds of popular culture as hasthe last decade—and in
no period has it been so difficult to discriminate be
tween mere ideological parroting and art of real feel
ing and genuine intensity.
The mercury had already begun to fall at the start of
the seventies, when two elements that had first
emerged as the heralds of a new openness to pop
culture in London in the fifties— serious attention to
vulgar commercial de
sign, and fascination with
science-fiction fantasies—
reappeared as portents of
a darker sensibility, in the
work of Robert Venturi
and Robert Smithson. The
architect and the sculptor
both went west, to the
region associated with
freedom and renewal in
American life, and both
found there not vast pos
sibility but a prophetic
glimpse of a fixed and un
varying cultural order.
Venturi's Learning from
Las Vegas appeared in
1972,2 after the triumph of Pop, and for a little while
its message was confused with that of Pop. Venturi
seemedto reformulate the affections of artists such as
Oldenburg—the love of colossal ducks and hot-dog
stands that looked like hot dogs—into an official pro
gram for a new landscapeof irreverently energetic ar
chitecture. But something crucial was lost in the
translation. Venturi's seeminglywarm embrace of pop
culture in fact laid a chilly hand on its subject, and its
spirit finally had lessin common with the ardent gaze
of Pop than with the benumbed, leveling stare of the
Photo-Realist painting that followed Pop. Back in
1955, the creative spirits of the Independent Group—
ReynerBanham, Richard Hamilton, and Peter and Alli
son Smithson— had singled out what they saw as the
best in a globe-devouring wave of new commercial
design, and had argued that its vitality might be a pur
poseful force in remaking contemporary society.Ven
turi focused, though, on peculiar backwaters of pop
invention— the neon boomerangs of motel and casino
signs— and reveled in their afunctional showiness
much as Roland Barthes had delighted in professional
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wrestling: as a stereotyped dumbshow of signage to
be clinically dissected (fig. 2). Venturi's Learning from
Las Vegas was perhaps the first important book to
champion pop culture in a spirit lessof rebellion than
of stoical resignation. It was the put-down of the
Borscht Belt comedian offered as a philosophy of art:
Hey, folks, these are the jokes. This strip, these bright
lights, these signs, these big, decorated sheds and
buildings shaped like ducks are ours, the real forms of
American life as it is lived. One might use such forms—
the pathetic colonnade of the "Monticello" house, the
brick and stucco fagade of a fire station— between
clenched teeth, in a mode of vengeful irony, but they
were in any case all there was to take the place of a
delusional utopianism.
Where others had looked to low culture as a way to
revivify the modern tradition, Venturi saw pop culture
as modernism's polar alternative. Banham looked at
LasVegas in order to revivethe root energiesof Corbusier; Venturi looked at LasVegas as a club with which
to beat Corbusierto death. With the absolute displace
ment of the vernacular into a mode of irony came a
new distance from it. A smoothed-out, academicized
catalogue of interchangeable secondhand icons—
today an arch, tomorrow a lawn jockey— began to
take the place of the intense dialogue with the particu
larsof popular culture that had been the inheritance of
Pop and the Independents.
If a newly pessimisticsensibilitywas coming into fo
cus around the history of pop form, it required a vision
ary intensity to recast the heroic spirit of Minimalism
and Pop as a form of nihilism. This was achieved in
large part by the American sculptor Robert Smithson.
Smithson's big, grim earthworks might seem to have
been conceived at the farthest possible remove from
the predicaments of popular culture. His Spiral Jetty
(fig. 3) in the Great Salt Lake, made in 1969-70,

seemed to mark a total departure from the world of
urban culture of any kind—that of the gallery and mu
seum as well as that of the newsstand and billboard—
and announced an oncoming decade of art that
would be shaped by an apocalyptic primitivism, or by
the austere antimaterialist attitudes of Conceptual art.
But in fact Smithson explicitly linked his vision of cos
mic collapse to his disaffected experience of pop cul
ture. Minimalism for Smithson was not the style of
standardized abundance that it had seemed to be for
artists as diverseas Warhol and Ruscha.The imperson
al severity of the "new monuments" of late sixties art
was, Smithson thought, rooted in the dead zones of
the city, and in bleak afternoons spent at seedy cine
mas watching B-movies.Likethe members of the Inde
pendent Group, Smithson loved lurid science fiction;
but where Hamilton and his friends had loved these
fantasies for their power-happy and sex-charged
propheciesof the future, Smithson preferred another,
gloomier vein of sci-fi, full of visionsof apocalyptic des
olation. Ironically, one of his favorite authors in this
vein, J. G. Ballard, had been involved with the I.G. in
the fifties. In Ballard's novels,the sign of an exhausted
culture was not anarchic disorder but a gloomy and
oppressivehyper-order.
Smithson summed up his vision of modern life in a
single word: entropy. The law of thermodynamics
which insiststhat all physicalsystemsdevolve inexora
bly from organization into chaos, from states of heat
and energy into cold immobility, seemed to him to ap
ply to civilizations,too. The world grew cold, inanimate
matter triumphing over the busy irregularities of life.
For Smithson, the triumph of entropy was as certain a
destiny for culture as it was for nature. The fate of the
galaxy, it was also, by the early seventies,a fact about
the rust-belt industrial New Jerseycities where Smithson had grown up. You didn't have to look at the edge
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of the universe to glimpse the god of entropy; you
could see him already triumphant in Passaic.The com
mercial and industrial culture that had made moderni
ty was, Smithson thought, running down. And he
thought that the ruins of those factories and furnaces
looked lesspathetic, like the ruined monasteriesof Ro
mantic stage properties, than oddly majestic and time
less— Egyptian in their ceremonial solidity. Modernity,
Smithson thought, having reached its apex of prog
ress, was now moving backwards, and the monu
ments it would leave behind would be vast and
charmless— blast furnaces that had turned into pal
aces of ice.
"Running out of gas... the fucking world is running
out of gas." Thus begins John Updike's Rabbit Is Rich,
his peerless evocation of the late 1970s. Smithson's
melodramatic imagination seemed oddly to capture
some general shared intuition about the evolution of
American life in what seemed to be a new age of lim
its. For a generation of American artists who went to
art school and began to do their own work in the sev-
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3. Robert Smithson. Spiral Jetty. Rozel Point, Great Salt Lake, Utah,
1970. Mud, precipitated salt crystals, rocks, and water; coil 1,500'
(457.2 m) long, 15' (457.2 cm) wide. Now submerged
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enties, the poetic vision of Smithson's entropic art
seemed affirmed by a general sensethat all of Ameri
can commercial culture had long passedits apex, and
that the future promised largely scarcity, austerity,
limits.
Yet the moment Updike caught in amber turned out
to be less an expiring exhalation than a deep breath
before the next big rush. The next decade offered for
the commercial life of America and Western Europe,
and particularly for its art-making subculture, a period
of prosperity and extravagance that had few prece
dents in modern history.And it was here that the rhe
toric of entropy met the culture of overload. In the

past, the booms of commercial culture had played a
crucial part in the cyclicalinventions of modern art— a
prod to keep the wheel in motion. The artist looked at
a blossoming popular culture and then borrowed from
it whatever he wanted for whatever private purpose
he might have. But by the early eighties it was plain
that this was no longer possible on the same terms
that it had most often been in the past. The wheel in
some ways was stuck. For it became apparent that a
historical change, in processfor several decades, had
by the early eighties become an institutional fact. Mod
ern art had become a kind of popular culture.
It was not that the boundary between high and low
had been newly "blurred," in the senseof being mud
died or obscured. That boundary had been blurred
long ago— blurred because it was always in motion,
and impossible to fix. It was preciselythe blurring of
the boundary, in fact, the constant, aggressiveredefin
ition of where that line ought to fall, the endlessseries
of purposeful transgressions and rescue operations
and redefinitions, which had, from Goya to Guston,
been one of the crucial acts that made modern art
modern. Now, for the first time, modern art had be
come so institutionalized as a tradition and a prac
tice— so entrenched and so popular, so sure of its
moves and so inclined to repeat them, so confident in
its audience and of its own continued triumphs in
making modernity look Modern—that its engage
ment with the world around it would apparently no
longer allow for the uncharted complexity, the imme
diacy, the individual eccentricity usually possible be
fore. Relations between high and low became
formalized, ponderous, and self-conscious,like the re
lations between two wary, heavily armed courts.
Though the list of important modern artists who
had throughout the century been engaged in some
way with popular culture is long and distinguished,
hardly a single artist on that list had been engaged
with pop culture in a way that depended on a selfconscious sense of "modern art" and "mass media,"
conceived as abstract terms. Leger, looking at the
billboards in the place de Clichy, was involved not in a
boundary dispute but in a land grab. He didn't think of
the billboard as something outside modern art be
cause he didn't have a fixed idea about what the
boundaries of modern art were. This is ours, his art an
nounced. Picassolooking at the newsstand and revue,
Miro staring at the silverware catalogue, Lichtenstein
looking at the comic book— that the things they ab
sorbed belonged to popular culture was of course part
of their significance, but the artists were drawn above
all to the particular possibilities in these particular
forms. Even Duchamp's jokes depended for their
punch lines, as we've seen, on the singularities buried
within what might have seemed,at first, to be generic
objects— on the peculiar positioning of plumbing
fixtures, for example, within an emerging tradition of
window displays.And Pop art, for all of its digs at a
solemn priestly caste of high seriousness,found its
own mundane salvation in an almost absurdly obses-

sive engagement with the specific: Lichtenstein with
his romance comics, Oldenburg looking at Mickey,
Warhol and his little Olympus of Jackie and Marilyn
and Liz.
Sinceordinary life, at leastas it was lived in the large
urban centerswhere most American art got made and
seen, now seemed in so many ways centered on the
modern museum, it became hard to find a place for
these singular imaginative transformations. It seemed
increasinglythat the life of American culture had be
come polarized into two rival citadels that, like medi
eval fortresses in wartime, pulled all their former
dependenciesinside— on one side, the devouring tele
vision cable box; on the other, the museum. And in
the barren plain in between there was not much of
anything. There might be a small independent subcul
ture eking out life in a ditch or trench— comics culture
or revival-house movie culture or the equivalent. But
these things existed only as inheritors and unconscious
parodists of the vanished life of the avant-garde. Rob
ert Crumb writing and self-publishing the comic book
Weirdo for a tiny, devoted audience was closer to the
old spirit of the Bateau-Lavoir (however much this
thought would have dismayed him) than was anyone
in SoHo. For the most part, you chose between the lit
tle box or the big one, and it seemedat times that even
the struggle between these two towers was a bit of a
sham. As perhaps in all cold wars, the ideology of hos
tility increasedin inverseproportion to the plain fact of
coexistence.
By the early eighties, a new art had appeared which
took up the old pop icons and methods in a new spirit
of disaffection, and this art was supported by a rhetor
ic as vengeful and suspiciousas any that modern art
had previously directed at commercial culture. Some
thing was conjured into being for the purposes of al
lowing artists to dissectand condemn it, and this was
the "media image," an undifferentiated ribbon of
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undifferentiated imagery set down with purposeful
affectlessness; Venturi's unmodulated strip seen
through Smithson's entropic eye.
Forone artist at least, DavidSalle,this vein of image
ry seemed invested with a real core of feeling. Salle's
subject was the leveling of experience. His art was in
fact what Warhol's had been only in theory: a transla
tion of television experience into paint. Warhol's art,
for all the talk about its remote-control indifference,
had nonethelesslooked for its structure not to the tele
vision image, which seeseach thing for a moment and
passeson, but to the older reiterations of posters and
pop songs and fan magazines. Salle depicted life as
though the whole world had been programmed onto
cable television at two in the morning. He showed a
world where eroticism had become pornography, the
vernacular had become banal, the painterly had be
come rote, and each one of these debased things sat
equably besideall the others (figs. 4, 5). Girlswith their
pantiesaround their kneesshared diptychs with screw
ball rabbits; ghostly faces sat besidegeneric geometric
abstractions; Jack Ruby's gun next to the glistening
eyesof a CharlesKeane child. Aside from the voyeuris
tic images of punk striptease sex that frequently recur
like unfulfilled aches, there is no real esoteric private
symbolism as there had been in the Rauschenberg
combines from which the grammar of these paintings
ultimately derived. Salle's purpose was not to kid the
high or to champion the low, but to insist on their
absolute equality. He was the first artist to paint T.V.
experience in T.V. light—the life of the deep blue
bedroom lit by the light of the dark blue box.
It seemed that one could find a life inside pop cul
ture now only as a voyeur— or perhapsas a spy. Cindy
Sherman took as her subject the secondary appara
tus of celebrity culture—the movie still and the fanmagazine publicity shot— but instead of floating
disembodied above it, like Salle,she sunk deep into it,

4. David Salle. Muscular Paper. 1985. Synthetic polymer paint and oil on canvas and printed fabric, 8'2" x 15'7Vi" (248.9 x 476.32 cm). Douglas
5. Cramer Foundation
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5. David Salle. The Tulip Mania of Holland. 1985.Oil on canvas, 11' x 17'Vi" (335.3 x 519.4 cm). The Carnegie Museum of Art, Pittsburgh; A. W.
Mellon Acquisition Endowment Fund, 1986

until her own identity was lost in the set poses of
secondhand life (figs. 6, 7). In some ways, Sherman's
disguised self-portrait seemed to descend from Lichtenstein's ardent girls. Shermanhad as subtle an eye as
Lichtensteinfor clichesthat one had never before been
conscious of— the first-day-in-the-big-city look, the
smolderingly-sensuallook, the full-of-trepidation-yetstill-determined look. She cast herself in these roles
with a conviction that was a little frightening.
But where Lichtenstein had taken the little over
looked pop artifact and made it big and public, Sher
man took the enlarged, overwhelming wide-screen
image and made it little and fragile. She recognized
that the stereotyped images in the fan magazine were
empty vesselsinto which an uncertain self could con
stantly be poured and remade. Her work suggested, in
its constant, mercurial redefinitions, the life of the ce
lebrity, with its constant "stretches" and new begin
nings. Where the taking on of a fake identity in the
vanguard art of the past had, from Duchamp and Pica-

bia on, been a form of high style, or of camp, in Sher
man's work it had a wistful tone that seemedto define
the fan's life as much as the star's. The new sensethat
one could find one's own self only by losing it in the
language of public spectacle,was, however melodra
matic in its import and dubious in its truth, genuinely
and chillingly felt in all of her early work. Yet the affectingly moody and melancholic art of Salleand Sherman
and their lessersatellites was supported by a rhetoric
totally out of proportion to its real core of feeling: a
rhetoric that insisted not that this art could participate
in and poeticize cable-box culture from a secure posi
tion of authority within another part of "media cul
ture," but on its supposedlyheroic ability to resist and
"deconstruct" media culture altogether, in a spirit of
beleaguered opposition. "Only by embracing the in
tensity of empty value at the core of mass-media re
presentation and the fierce recycling of styles used to
twist and pervert every intention," one curator wrote
in explication of Salle's paintings, "only then can the

6. Cindy Sherman. Untitled Film Still #21. 1978. Black-and-white photograph, 8 x 10" (20.3 x 25.4 cm). Courtesy Metro Pictures, New York
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perennialchallenge be met of finding and constructing
significant meanings in the midst of declining values
for images and words."
Yet what was this mass-media image? Where was
it? It didn't seem to include the posesand imagery of
pop music— the album covers and promotional vid
eos— on which artists drew for inspiration and as a
model of life; it couldn't really be found in the movies,
which by 1980 provided for most educated people a
tradition of artistic heroism at least as potent and com
plex as that of the vanguard art tradition. It certainly
couldn't be found in the enormous world of reproduc
tions and museum catalogues and glossy magazines

7. Cindy Sherman. Untitled. 1981. Color-coupler print, 23
Lobell
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and books through which this new art was made
public.
If you actually looked at the work of Salle or Sher
man (or of Robert Longo or Richard Prince),it became
plain that the "media imagery" in their work derived
from those marginal parts of popular culture which the
museum had not yet annexed. The intensely empty
mass-mediarepresentation which only art could repel
turned out to be, for all the belligerent rhetoric, a
handful of television cartoons, some old images of
soft-core porn, the memory of television sitcoms of the
fifties, and some movie stills. In the galleries of the
eighties, one sometimes had the sense of seeing the

(60.6 x 122.2 cm). The Museum of Modern Art, New York. Gift of Carl D.
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most privileged fine-art culture that human history had
ever known arrayed in grandeur to perform an autoda-fe upon Judy Jetson and Patty Duke.
In any case, to "deconstruct" (the philosopher's
term had sometime early in the eighties lost its original,
technical meaning in arguments about the relationship
between texts and meanings and become a voguish
synonym for "reveal") the manipulative structures of
media imagery required no great originality. "Expose
the technology" was the new motto of American ad
vertising: take apart your own story before the con
sumer does it for you. In the age of Joe Isuzu, a
hardened knowingnessabout the value-emptied amorality of media culture, was, far from being the pre
serve of a small cadre of vanguard thinkers, the sour,
commonplace cynicism of the whole commercial
culture.
The vision of mass-media culture that occurred in
"media art" was therefore selective: it reflected, as
much as it opposed, the popular culture around it—
which is to say only that it was like all the previous art
that we have looked at. But now there was something
disingenuous about the difference between the way
the art worked and the way it was presented. An ele
ment of Beaux-Arts unreality had entered the discus
sion. The comedy of Pop had depended on the gleeful
recognition of a puritanically repressedtruth. The low
world, good or bad, was one of the worlds we lived in,
and to deny it— not to see its punning and parodic and
ironic relationshipswith the world of high art—was to
deny facts about the world. The spirit of media art, on
the other hand, was itself puritanical, and replacedthe
comedy of reconciliation with a fiction of disdainful
distance.
"Cant," William Hazlitt wrote once, "is the volun
tary overcharging or prolongation of a real sentiment;
hypocrisy is the setting up of a pretension to a feeling
you never had and have no wish for." If the art of the
media image was occasionallyand perhaps necessarily
touched by a kind of cant, an overcharging of a melan
choly that these artists could often only affect to feel,
the rhetoric that surrounded it was often just hypocriti
cal. Popular culture—the world of the "mass-media
representation" — was one that modern art had
helped to make. Determining in advance, against the
open and anxious example of the modern tradition,
that the mass image was deadening and poisonous,
the apostles of the new art replaced the inquisitive ar
dor of the vanguard with the inquisitorial moralizing of
academic art. The genuinely "fierce recyclings" of the
modern tradition, the alchemy by which the structures
of ordinary life were reimagined as art, began to be
replaced by a set of in-house revivals— recyclingsthat
began and ended within the museum itself. The art of
the media image staked its claim to radical newnesson
its insistencethat it had replaced the delusional purity
of high modernism with a disillusioned and unsenti
mental impurity. But the revolt against "purity" (to the
degree that purity had ever actually been held up as an
ideal by working artists) had taken place in painting al

most a quarter century before. As a consequence,the
new art could only repeat the strategiesand formats of
Johns and Rauschenbergand the Pop painters— the
assemblageof secondhand images on an epic scale,
the deadpan scrutiny of the found thing —and add to
them a melodramatic rhetoric of darkened back
grounds and rigid, entropic patterning. In architecture,
postmodernism had an undeniable core of things to
point at that set it apart from modernism: look at that
arch, that Chippendale top, that neoclassicalfacade.
"Postmodern" painting too often was just a familiar
kind of modern painting with the brightness knob
turned down.
The media image turned out to be as meaninglessin
the 1980s as the unconscious image had been in the
1930s. In both cases, what promised to be a brave
journey into the dark, nether reachesof collective con
sciousnesstoo often came back with a set of general
ized effects and tepid stage properties that had
belonged to art all along. In fact, the painting of Salle
or Longo, in its weaker moments, looked like nothing
so much as the illustrational side of Surrealism: the
same black backgrounds and spectral figures, and the
same atmosphere of slick, airless pessimism. Second
hand imagery turned out to be no more automatically
interesting in art than the dream world had been; the
art of the media image too often suggested less the
jumpy discontinuities of the electronic box than it did
the droning, cheerlessdidacticism of a salon machine.
If it was no longer credible for a heroic dissenting art to
be made from the materialsof mass-producedculture,
by the early eighties many people felt that a heroically
subversiveart might still be made from the materialsof
the street. By then only the very rich among New
Yorkers could ignore the ubiquity of a new under
ground visual culture, which seemedto be rising like a
red tide to cover public space: the spray-canart of the
graffiti writers.
Graffiti was everywhere. Bleary-eyed commuters
waiting for the Number One local at Times Square at
eight-thirty in the morning would find the arriving train
encrusted from top to bottom with a mad pattern of
glittering webs and ballooning letters. Although you
knew, in a general way, that what you were seeing
was a form of writing — calligraphy— it was hard to
read, and left an overwhelming impression, all the
more vivid for appearing in such dark and squalid sur
roundings, of screaming color and ecstatic form.
Inside the cars, of course, the graffiti was a lot less
pleasing: a tangle of illegible names scribbled in Magic
Marker and spray paint. Although every subway rider
knew, in a general way, that this stuff had begun only
a few years before and had to be made by particular
artists, something about it seemed outside history. It
was as though the graffiti had always been there un
derneath the paint and varnish of the cars and, now
that the necessaryrestraining civic energy had been
lost, had just inevitably seeped out into the surfacesof
things. To many people, graffiti seemed lessan expres-
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sion of a will to form than the expressionof the lossof
any will to prevent it.
Subwaygraffiti, in fact, was modernism made into a
folk culture. It was the expressionof an independent
group of makers who set themselves off from their
own society, and began a highly structured competi
tion to one-up the last man through the shock of a
new style. The subway writers absorbed what had be
come by the late seventiesthe commonplacesof mod
ernism as they had permeated the entire culture—the
faith in the glory of individual innovation, the insis
tence on a fiercely competitive battle of new styles,the
sense that the entire history of art, high and low,
should be ransacked and recycled and made one's
own signature style. The explicit goal of each subway
graffiti artist was one that a medieval craftsman, sur
reptitiously carving obscenitiesinto the back of a choir
stall, would have found incomprehensibly daring; it
was one that any of Lombroso's criminals, with their
desultory scrawls,would havefound incomprehensibly
constructive. But it was something that Picassowould
have understood immediately: it was, simply,to focus
your sexual and competitive and form-making ener
gies on the self-sufficient goal of becoming the King of
Style.
Although New York walls had, of course, long been
covered with graffiti, a new kind of street writing be
gan only in 1970, when a young messenger named
Taki decided to put up his "tag" — his own name plus
the number of the street on which he lived— on the
streets of the Upper West Side neighborhoods he vis
ited: taki 183.This was, in some respects,a new kind of
graffiti. Its aim was to draw attention to itself as the
work of an individual. There is some evidence to sug
gest that Taki was an unconscious innovator; appar
ently in his neighborhood, everybody put their names
up all the time. But what was commonplace in one
neighborhood in Manhattan was daringly original in
another, and within months Taki's little gesture had
spawned a whole school of imitators.
The sheerdensity of "tags" on walls and, soon, sub
way cars made it necessaryfor each writer to think of a
way to make his name stand out from all the others.
The answer was style.The name would no longer have
to be read; it could just be seen at a glance and its
distinctive pattern and color recognized as the signa
ture style of one teenager among all the millions in the
city. Then, the writers discovered spray paint. They
would "rack" spraycansfrom art-supply stores. (Even
tually, the art-supply stores, overwhelmed by the
thefts, just stopped stocking it.) The writers' favorite
brandswere Rustoleum,RedDevil,Wet Look, and Krylon. With a "fat cap" (a wide nozzle taken from a
household spraycleaner)attached to the can, the writ
ers could now think of decorating a sixty-foot-long
and twelve-foot-high New York subway car.
The impulse that amplified graffiti from little mark to
big balloon, though it obviously involved elements of
mischief and minor delinquency, was not simply the
expressionof an urge to hurt and damage a larger civic

culture which the graffiti writer felt had neglected him.
Its origins were much more local than that, and more
constructive. By the late seventies,the youth-gang cul
ture that had been a permanent feature of New York
life since the nineteenth century had become so heav
ily armed and so feudally entrenched that it left its ad
herents immobile. A gang member could not be safe
outside the few small blocks that his group protected.
Against this, the new graffiti writers declared them
selvesfree to move. Their (stolen) spray cans, clipped
to their belts, were symbolsthat they were unaffiliated
with any of the warring gangs and that they expected
to be consideredas neutrals. Becausethe gang hierar
chies were, on the whole, amused and interested in
the graffiti writer's work, the writers were usually al
lowed to pass.
And the city opened up to them. Instead of being
pinned in as tightly as serfs to the fiefdoms of the
gangs, they could travel anywhere in the five bor
oughs, making connections between Ocean Park and
the South Bronx. The New York subway,which for ev
eryone else had become a symbol of everything de
cayed and intolerable in the city, became for the
graffiti artists a railway to freedom. The express lines
that connected one end of the huge city to the other,
particularly the Number Fiveand Four I.R.T.expresses,
became for them at once canvasand cafe and gallery.
The blossoming of graffiti was in no sensean expres
sion of the gang culture; it was a rebellion against it.
Graffiti painting went on almost exclusively"in the
yards" at night. Its evolution was rapid and focused.
Far from being made in a state of existential rage, it
was painstakingly considered and sweetly respectable
in its ambitions. The graffiti artists would begin with a
preparatory sketch drawn in ink in a black notebook.
They called this sketch an "original outline" and would
spend a very long time getting it right. The elements of
these designs were taken over from commercial illus
tration, from the comics, and, on many occasions,
from the high-art sources that by the early seventies
had become part of the commonplace language of vi
sual expression(fig. 8). Breaking into the train yards at
night, each writer would begin work on his "piece" —
short for "masterpiece." First, the original outline
would be copied from the notebook in light paint.
Then ornamentation would be "faded" in on top of
the outline, and finally a second, permanent outline
would be laid down over the clouds of fresh paint. It
took about eight hours to complete each piece. The
ambition was not to scrawl one's name in defiant let
ters against the cruel and unyielding machinery of an
oppressiveculture but to somehow manage to finish
one's pre-planned design in time for the next day's
viewing— a spirit more like varnishing day at the Royal
Academy than like anything out of William Burroughs.
Graffiti "art" was structured by two contradictory
urges: to "get up" as often as possible—to leaveyour
tag, or pen name, on as many subway cars as you
could; and to get up with style—to "make a burner,"
something that was undeniably a stylistic advance on

8. New York City subway cars with Soup Cans by Lee and Fred. 1980. Composite photograph by Henry Chalfant

everything that had come before. These advances
could take the form of new illusionisticeffects— for in
stance, making simple block letters into "3-D" letters.
Or they could take the form of new illustrational orna
mentation, for example, adding an icon— the Wizard
of Id, the comic-strip character Dondi— to one's own
name as part of the tag. An argument about style
went on every night in the yards. There were purists,
who insisted that the name itself was what mattered.
There were minimalists, who favored big silver and
gray block letters that stretched from top to bottom of
the car and had a blockbuster, impersonal weight.
There were colorists, for whom a particular palette of
Krylon was as meaningful a signature style as a written
name. There were even archaists who kept alive the
stylesthat had been abandoned six months before.
Still one more tension built into graffiti was that be
tween the desireto be "King of the Line" and "King of
Style"— between the desire to be the writer who got
up most often and to be the writer who got up most
beautifully. Speedand style were kept in dialogue, and
much of the quality of the work depended on this
tension.
Subwaygraffiti followed the path of individual inno
vators. The names of the first writers to make an ad
vance were— and still are— recalled and honored by
the writers who came after them: Hondo, who made
the first top-to-bottom; the FabulousFive, led by Lee,
who made the first "whole train." In the wake of these
innovators, the style did follow a general evolutionary
path: from simple, scrawled letters, to 3-D letters, to
"bubble" letters (in which the accentuated curvesand
infantile blobs of Disney cartooning were adapted),
and, finally, into high "wildstyle," a tense, enfolding
web of letters, to which, in certain virtuoso pieces,was
sometimes added a complex illusionistic background
— crumbling stone walls or exploding buildings. (Each
graffiti writer was expected to recapitulate the history
of graffiti style in his own evolution as a writer.)
It was on wildstyle that the graffiti writers' claim to
real originality as decorativecalligraphers— as illumina
tors— depends. The best of the wildstyle cars were
made in a relatively short period in the late seventies
and early eighties, and its most original practitioners
were A-One, Shyand Kel, Daze,Seen,and Lee(figs. 9,
10). Beginning as a "linking" style, with the letters of
the writer's tag overlapping and intertwined, wildstyle
quickly developed into a style in which the letters were

collapsed, beyond all understanding, into a hypnotic
labyrinth of gaudy and maniacallycongested bubbles,
a style that recalled and in many ways equaled the
maddest excesses of Barcelona modernista orna
ment—the balconieson the CasaMi la imagined in the
colors of Walt Disney.The great conundrum of Ameri
can art since the fifties— how to make a signature
emerge from a sign—took on in wildstyle a speededup, tasteless imperative which, oddly and touchingly,
finally evolved into a form that recalledthe most elabo
rate decorative language of the fin de siecle.
The city had alwaysdiscouraged the subway graffiti
writers, but usually in a fairly benign, Our Gang Meets
the Truant Officer spirit. But by the early 1980s the
Metropolitan Transit Authority, under a new director,
had decided to make the elimination of graffiti a prior
ity. The M.T.A.'s reasons were understandable, even
indisputable. Whatever the case that might be made
for the work of the best of the writers as art, the interi
ors of the New York subway cars, littered with the tags
thrown up by "toys" (young kids and beginners),were
just squalid. They suggested a city out of control, in
which the most basic premisesof civility had been sur
rendered. The graffiti writers were probably the last
people in New York to have romantic notions about
the subway,but, however much one admired the writ
ers and their best work, the point was that the sub
ways did belong to the people, and what the people
wanted was a tranquil and ordered civic environment.
It is hard but necessaryto see both that subway graffiti
may have been an authentically living art and that the
Transit Authority may have been behaving in an au
thentically democratic spirit in suppressingit.
The graffiti artists saw in their work the same spirit
of modern optimism that Leger had found in the bill
board: a summons out of the cramped tenement and
away from the addiction of indoor overlord culture,
into the free world of common public spectacle.Their
writings and declarations— indeed, the whole enter
prise—were, in every sense,public-spirited. Graffiti art
was played out on a public stage that embodied the
widest possible contradictions of modern New York
life— private initiative and public squalor, individual
freedom and communal brutality. The structure that
the museum or gallery could provide when graffiti art
began to go indoors was by comparison extraordinarily
impoverished.When you have had the Number Six line
as your daily exhibition space, even a SoHo gallery
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9. New York City subway carswith graffiti; top to bottom: Dusty Shadow, 1982; A-One Steph, 1983; Nod TechDaze, 1980.Composite photo
graph by Henry Chalfant
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10. New York City subway cars with Style Wars by NOC. Composite photograph by Henry Chalfant

looks like small stuff. In the past, street graffiti had
been an unstructured scrawl that offered itself up for
individual transformation— a vocabulary in searchof a
grammar. Subway graffiti, by comparison, offered an
extraordinarily rich context from which to derive
meaning and a restricted decorative vocabulary from
which to make art.
By the early eighties, a few more conventionally ambi
tious artists had already begun to penetrate the graffiti
world. During the high period of wildstyle top-tobottoms, the art-school-trained Keith Haring also be
gan to draw his signature simple outline figures in the
subways(figs. 11, 12). Although these figures had, es
peciallyat the beginning, a cryptic fascination, they de
rived from a conventional vocabulary of "primitive"
faux-na'ff drawing that couldn't have been more dis
tant from the Alhambra-like decorative intensity of the
work of A-One and Seen. The career of Jean-Michel
Basquiat is more complicated. Basquiat had actually
taken part in subway art, where he had used the tag of
Samo. Yet Basquiat's paintings (fig. 13) seem more
closely aligned to the international style of NeoExpressionismthan they do to the real stylistic innova
tions of the writers. And for all that it suited people to
see the new graffiti as a form of folk expressionism,
subway art, with its small vocabulary of secondhand
commercial-design elements, endlesslyexpanded and
elaborated and embroidered, could not have been
more inhospitable to the free, unmediated gestures
and lumpy rhetoric of expressionism.The "modernity"
of subway art residedin its faith that pure abstract pat
tern, allied to a fierce competitive energy and an accel
erated search for the new, could itself be a selfsufficient form of expression.The expressiveenergies
of subway graffiti were tightly coiled within a strict lan
guage of original outlines; Basquiat'spainting, by com-

11. Keith Haring. Subway drawing. 1982. Photograph by Tseng
Kwong Chi

12. Keith Haring. Untitled. 1982. Vinyl ink on vinyl tarp, 10 x 10'
(304.8 x 304.8 cm). Collection Ara Arslanian, New York

parison, looked to a much older and looser and more
generalized European tradition of freehand gesture.
The problem with Basquiat wasn't that he could
never surpassgraffiti style but that he never really ad-

dressed it. Perhaps Basquiat ought to have been a
great painter—surelyall the ingredients for an intense
ly personal style, at once enriched by the energies of
the street and informed by the modern tradition,
seemed availableat that moment to an ambitious and
fearlessartist— and for some people he will always re
main one. But no matter how eager one is to embrace
the paintings and their tragic maker, there remains a

sensethat his art belongs lessto the particular and ex
traordinary experience of subway art than to the
beiged-out Neo-Expressionistrhetoric of acceptable
gestures that had become by the mid-eighties an allpurpose dealer's broadloom, bought and sold by the
yard. His paintings finally evoke less the trip on the
Number Five line to Pelhamthan the airless Lufthansa
flight, shuttling between SoHo and Documenta.

13. Jean-Michel Basquiat. Untitled. 1984. Oilstick, synthetic polymer paint, and collage on canvas,
66Vt x 60" (168.3 x 152.4 cm). Collection Dr. David Ramsay,New York
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14. New York City subway cars with What Is Art? Why Is Art? by Freedom. 1983. Composite photograph by Henry Chalfant
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By the end of the eighties, graffiti had entirely disap
peared from the New York subways.(The M.T.A. held
a celebration to mark the passing of the last graffitiridden car out of service.)By then, of course, subway
art existed only as a style, much prized by European
collectors. The complicated story of burners and style
wars exists now only in a handful of documentary im
ages, and in the memories of the New Yorkers who
experiencedthem.
In December 1979, a graffiti writer put up one
night, as a "window-down whole car," a carefully ren
dered image of the central icon of Western art— Mi
chelangelo's God the Father reaching out to touch the
hand of Adam (fig. 14). Besideit he wrote, what isart?
why isart? The questions provide a quiet chorus to any
attempt to answer the more peevish and ordinary
question that we ask about subway graffiti: Is it (was
it) art? For if by art we mean something that extends
an accepted tradition of icons and images, and re
states the inherited beliefs of our culture, then, no, of
course it wasn't art. But if by art we mean, as we have
for more than a century, a self-propelled and self-gen
erating competition in style, a serious game that be
gins as an in-group game that gives meaning to the life
of the maker and to his enthralled small audience, and
ends by producing a new and widely shared style—
well, then, of course it was art. A minor, decorative art,
perhaps, no greater than that of an ordinary medieval
illuminator or a Bauhaustypographic designer. But no
smaller, either.
The problem, of course, is that by now we really
want the concept of "art" to mean both things. We
want art to remain a private, uncompromised compe
tition in style and at the same time to become the core
of an ideal of civic life. We want art to belong both to
its makers and to a common culture—to be marginal
and central at the same time. We want the King of
Style also to be the King of our particular line. The
graffiti writers could not achieve this easily,or at all,
but then who could?
In the end, subway graffiti mattered lessfor what it
"contributed" to high art than for what it said about it.
Graffiti at the beginning of the century had been seen
as a seriesof scrawlsthat nobody (asidefrom a handful
of archeologists) thought had any meaningful struc

ture at all. It required the then disruptive new vision of
modernist art to make these outsider wall markings
seem significant. As the end of the century ap
proached, that once disruptive vision had become so
deeply entrenched that it could imprint its own pecu
liar shape even on the way people drew marks on
walls, or on the sidesof subway cars.The insistenceon
the artist's privileged place, on his self-definition
through his participation in a restless, competitive
struggle for innovation, and on his right to inconve
nience a bourgeois audience in his search for authen
ticity — those beliefs, taken up without irony or
cynicism, were what made subway art different from
all the other graffiti that had preceded it. When the
subway writer A-One once explained why his work
was art, not vandalism, he memorialized, perhaps for
the last time, an uncritical faith in this uniquely mod
ernist idea of achievement. "A vandal is someone who
throws a brick through a window," he said. "An artist
is someone who paints a picture on the window. A
great artist is someone who paints a picture on the
window and then throws a brick through it."
One of the elements in late-period wildstyle subway
graffiti had been a new form of cartoon figuration. In
the original subway cars, these cartoon heralds func
tioned a little like saints' attributes in Renaissance
painting; rather than taking part in any story, they
were presentjust to identify the writer. The most com
mon of these characters,the big-eyed waif Dondi, was
taken from the obscurework of Vaughn Bode, a large
ly forgotten cartoonist whose comic strip had flour
ished in the forties and fifties, and which, for some still
unexplained reason,was revived by the graffiti writers.
The comic-strip charactersone might have expected to
appear—the superheroesof the new wave of "dark"
comic books for instance—were almost invisible in
subway graffiti, while Mickey Mouse and Donald Duck
appeared all the time. Nevertheless, the cartoon
figures on the subway cars gave licenseto a new wave
of cartoon art that soon became one of the signature
stylesof the EastVillage art galleriesand artists' co-ops
that flourished briefly in New York in the early 1980s.
The most famous representativeof this brief moment
was Kenny Scharf (fig. 15), although it also included

A

very old and the very new are more or lessthe same,
imagined in sitcom terms. Guston was sometimes
claimed as a forefather, but in fact the new cartoon
style descended from the Chicago school of cartoon
artist who took the collective name of the Hairy Who.
Although they had received fitful attention during
the heyday of Pop, the spirit of the Hairy Who wasn't
that of Warhol or Lichtenstein by a mile. Instead of
bringing into play two different styles, high and low,
and then evaluating both by their punning superimposition, the Chicago painters—Jim Nutt and Roger
Brown (fig. 17) in particular— were essentiallyaggres
sively faux-naif urban cartoonists who liked to work
big. They offered a slapdash, high-spirited form of il
lustration that, like the contemporaneous work of Red
Grooms, used a hepped-up style to suggest the "delir-

15. Kenny Scharf. Elroy Mandala II. 1982. Synthetic polymer paint
on canvas, 60 x 60" (152.4 x 152.4 cm). Private collection

the painters Peter Saul (fig. 16), Nicholas Moufaregge,
and several others. Theirs was a form of cartoon art
that only occasionally looked all the way back to the
high period of the comics. Instead, it took for its favor
ite subject and stylistic influence the imagery of the
animated prime-time cartoon programs that the
Hanna-Barbera company had produced in the early
1960s: The Jetsons and The Flintstones. These car
toons rendered the stereotypes of American middleclasslife as timeless verities, true to the stone age and
space age alike— Smithson's gloomy sense that the
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17. Roger Brown. Modern, Post-Modern? 1982. Oil on canvas,6' x
48" (182.9 x 121.9 cm) Courtesy Phyllis Kind Gallery, New York

9
16. Peter Saul. Donald Duck Descending a Staircase. 1979. Synthet
ic polymer paint on canvas, 6'6"x 52W (198.1 x 134 cm). Courtesy
Fischer Fine Art, London

ium" of modern urban life—close to Carl Sandburg in
their forced, energetic pace, and also in their slightly
hyped-up promotion of anti-international American
vernacular style.
For many fanciersof cartoon style, the inheritance of
the Chicago School was far truer and more authentic
than what were perceived as the condescending and
cerebralappropriations of Pop.From this point of view,
the flourishing East Village cartoon painting of the
eighties, with its joining of the Chicago School vision
of the cartoon to the permanent rictus of postmodern
irony, represented a high point in the dialogue be
tween modern painting and the comics. Yet many
other people with no axe to grind against popular im
agery in art thought that the problem with this paint-

ing was that it was made in a vacuum of other visual
experience. All previous cartoon art had set up the
comic book and vanguard painting as two poles and
created an electric field between them. The new paint
ers made their art at one end of the field, and as a
result their art had little magnetism. The new cartoon
painters chose the cartoon not becauseit was curious
ly allied or disturbingly opposed to high aestheticexpe
rience, but because it was just about all the aesthetic
experiencethey had. Their compositional ideastended
to be limited to incongruous juxtapositions or parodies
of religious art, as in Scharf'sElroy Mandala II (fig. 15).
The work was puerile. On occasionsit could become
interestingly puerile. For, within this puerility was a
new common emotion— a desire to replace the old
Romantic/modernist dream of returning to childhood
with a new dream of returning to adolescence.Lichtenstein and Oldenburg had retained much of the
Baudelaireandandy's attitude toward street style. They
had invented a cult of images, which they had scruti
nized until their originally inarticulate liking for these
things began to revealnew kinds of meaning and sym
bolic significance. But they had added to the dandy's
part the part of the child, the eye too innocent and
eager to exclude anything. Warhol, for his part,
fulfilled the old modern dream of the absolute, un
prejudiced innocent to a greater degree than had any
other modern artist, and showed it to be a colder and
more sinister dream than anyone had imagined. But
the EastVillage cartoon artists saw cartoons as twelveyear-old boys seethem on Saturdaymornings— with a
certain thin, supercilious irony, knowing perfectly well
that this is infantile entertainment but still over-
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18. Art Spiegelman. Panels from "Mauschwitz," chapter 7 of
Maus: A Survivor's Tale, published as an insert to Raw, no. 8 (1986),
p. 172
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19. Cover of Read Yourself Raw, ed. Art Spiegelman and Franqoise
Mouly (New York: Pantheon Books, 1987)

whelmed by the panicky desire to sink back into its
bright certainties. Their paintings seemed neither
defiant nor innocent; they held in solution instead an
odd mixture of the tender and the contemptuous, a
sense that the best thing in life would be to remain
forever twelve. (The paradise from which Americans
were expelled was now not the nursery but the den.)
Lichtenstein, looking at feeble and undernourished
comics, had discoveredin them complicated jokes and
puns. Scharf and Saul, looking at highly sophisticated
cartoons, could not find in them anything except what
one already knew to be there: simple drawing, a lot of
bright colors, and some jokes about the American de
sire to see its surfacesas timeless and almost divinely
ordained.
If you were going to make cartoons from cartoons,
why bother with "art" at all? If the old orders of art
were dead, then why not just take up the comics as
the living form they were, and deepen and enlarge
them? Perhapsthe future lay with the comics as com
ics. This decent and constructive intuition was at the
heart of the remarkable New York underground jour
nal Raw (fig. 19), edited by the cartoonists Art Spiegel
man and FranqoiseMouly. Although Raw included the
work of artists who had at least a foot in the gallery
world, among them Sue Coe and Gary Panter, its es
sential ambition was to revivethe cartoon as a serious
form—an ambition self-consciously modeled on the
turn-of-the-century caricature journals. Spiegelman's
own masterful Maus (fig. 18) was a profound retelling
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of his father's memories of the Holocaust. Maus used
comic-book style as a way of making horror more im
mediate by distancing it. Spiegelman tried to find a
stylized, ritual language that would suggest the almost
sacrednature of the material— the sensethat the story
of the Holocaust contained within it some fundamen
tal, irreducible kernel of truth about the human soul—
without seeming to aestheticize horror. With all Jews
drawn as mice, and Germans as cats, Maus managed
to suggest both the human hopes and fears and end
less schemes for escape of the Jews in Europe, and
their foreordained doom at the hands of a brute pred
atory instinct. Painfully truthful both about the great
tragedy of the past and its inability to dissipate the
small generational impatience of the present, Maus
was perhaps the single greatest achievement of the
comics in the past twenty years. But as the decade
wore on it became more and more plain that it was as
singular an achievement as Crumb's. Although much
of the drawing in Raw had considerablegraphic pow
er, and was never lessthan sincere, intense, and origi
nal, the magazine could not entirely escape the
pervasivesenseof the secondhand— of styles recycled
lessout of a sudden imaginative insight than in a help
less resignation— that burdened the gallery's version
of cartoon art, too.
In the early 1980s, a very different imaginative trans
formation of the comic tradition, made by an older art
ist out of the intellectual and physical materials of an
older idea of painting, also appeared in American art.
ElizabethMurray's first experienceof art was her expe
rience of the comics. As a little girl she drew Dagwood
and Dick Tracy and the Disney characters. Their
forms— the accentuated curve, the exaggerated comic
proportions of thinned-out limbs and expanded ap
pendages, Dagwood's shoes and Mickey's glove—all
entered her mind by way of her hand. They were for
her neither the deadening forms of massmedia nor yet
the nostalgicallyrecuperated forms of childhood. They
were just a way of drawing.
In art school in Chicago in the fifties, Murray discov
ered American abstraction. De Kooning and Pollock
amazed her, and she chose as an almost religious vo
cation the difficult and austere path of modernist art.
When Pop appeared, it had the force of a call from
home. From Warhol she took what was perhaps the
most far-reaching and easilyoverlooked part of his in
heritance: his American palette, all bright make-up
and Day-Glocolors. Yet Pop for her, more than a style
to learn from, was a seriesof permissions,injunctions
even, to look at life whole. The importance of Pop for
her was to lead her back to James Joyce and Jasper
Johns. In Ulyssesshe encountered, instead of the aus
tere difficulty that she been led to expect, an exclaim
ing joy in the epic intensity of everydaylife. "I expected
something distant, and it turned out to be about tak
ing kidneysand newspaper ads and making it into The
Odyssey," she has said. "It was about the epic power
of dailiness,and about the tension between what you

experienced right this second and everything that ev
erybody else had experienced all along."
From Johns, with whose art she remains obsessed,
she took a similar lesson.For in his art she recognizeda
laconic, American translation of Joyce'sexpansiveconnectiveness. If Pop played a liberating role for her
imagination, in many ways the bright, shaped can
vases of domestic subjects— coffee cups and shoes
and squalling children— that made her reputation in
the eighties descend directly from Johns's painting of
the fifties: the refined and dense painterly surface,tak
ing intense pleasure in its own mute, primary thing
ness,alwaysjust on the verge of joining the secondary
world of signs—things that stand for other things. The
banal image—the coffee cup, or flag— releasesthe
artist back into the primary act of painting, and the pri
mary act of painting ends by breathing new life into
the banal image.
By the late seventies,Murray felt free, at last, to re
turn to her painting the cartoon draftsmanship that
came so readily to her and that she had always before
censored from her hand. Pop brought her back to
Johns and Joyce, and Johns and Joyce allowed her to
repossessChester Gould. Her work seems so entirely
fresh and unpremeditated that it is surprisingto realize
how often Murray has looked to old comics as a tem
plate of poetic drawing (figs. 20-23). Her bright,
asymmetrical canvases— for all that they can be en
joyed in terms of purely abstract, high-volume argu
ment between form and ornament, between booming
relief and the startled, high, bright apple-and-orange
cry of the painted surface—again and again have at
their starting point a remembered cartoon image. Her
animated kitchen table, alive on spaghetti legs, recalls
Winsor McCay, while her most recent repeated for
mat, the upright, foreshortened shoe (fig. 21), derives
directly from the shoes that Dagwood wears in Blondie. The borrowed and transformed image of Dag
wood's shoe released in turn for her a set of
associationsabout her own father's businesstroubles,
which for her as a girl were symbolized by the brave,
heavy shoes he wore as he pounded the pavement
through the Depression,looking for work.
The way that secondhand form can releaseprimary
emotion is the subject at the heart of all Murray's car
toon paintings. The contoured cloud of steam that
risesfrom the coffee cup, the big distended shoe, the
dialogue balloon --Murray's work suggests not that
these things are the cliches into which the massmedia
have corralled individual experience, but, rather, that
only through a love of these things as a common poet
ic shorthand can one begin to see the things them
selvesfor what they are. The beautiful ordinarinessof
familiar things can be captured only in a beautifully fa
miliar style; our husbandsand children and the break
ing cup at breakfast came to us first as the Sunday
funnies, our father's shoes appeared first on Dag
wood's feet. The slightly retro look of Murray's style
can be associatedwith Guston, and with Crumb; but
her love for the Depression style of her childhood
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20. Elizabeth Murray. 96 Tears. 1986-87. Oil on canvas, 10' x 10'9

18" (304.8x 329.6x45.7 cm). The Pacesetter Corporation, Omaha

memories is essentially a way to comically crossreference her life.
Murray is drawn to the cartoon because it registers
both the ordinary thing and the ordinary way of seeing
it. It is a "seen before" style for things whose claim on
our imagination lies preciselyin their having been seen
so many times before. Hers is the art of a poet strug
gling to take experiencewhole, kitchen tables and pic
ture planes together; an art in which remorse for a
parent takes the form of a remembered comic image.
Thedesertsighsin the cupboard
Theglacierknocksin the bed
And a crackin the tea-cupopens
A laneto the landof the dead.
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21. Elizabeth Murray. Tomorrow. 1988. Oil on canvas; two panels,
overall, 9'3" x 11'W x 2116"(218.9 x 337.2 x 54.6 cm). Collection The
Fukuoka City Bank, Ltd.

More than any American painter's since Guston,
Murray's work takes for its subject the dialogue be
tween low, secondhand form and acute little sensa
tions. Yet for Guston that tension was still imagined in
heroic, Old Testament terms: a struggle between

22. Elizabeth Murray. Just in Time. 1981. Oil on canvas; two panels, overall 8'10V2"x 8'1" (270.5 x 246.4 cm). Philadelphia Museum of Art.
Purchase: The Edward and Althea Budd Fund, Adele Haas Turner and Beatrice Pastorius Turner Fund and funds contributed by Marion Stroud
Swingle and Lorine E. Vogt
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23. Elizabeth Murray. Labyrinth. 1989. Oil on canvas, 8'10
8'3V2"x 27" (270.5 x 252.7 x 68.6 cm). Courtesy PaulaCooper Gallery,
New York

damnation and impassioned clay, between images of
failure and comic defeat and a dream of painting as
still potentially tragic and timeless. Each nail and shoe
in Guston's work has the tremulous, almost hysterical
edge of an old man's iconoclasm, like the argument of
an aging apostate in an old radicals' home. In Murray's
work, the dialogue is quieter, and at the same time at
least as profound. Lessconcerned with the rhetorical
battles, the arguments between the figural and the
flat, in which an older generation had invested an al

most Talmudicenergy, her work rests unselfconscious
ly on an apprehension of immediate experience seen
through unpretentious form. Though it participates
completely in the great symposium about secondhand
culture and primary experiencethat is the obsessionof
our time, Murray's work is completely without hypocri
sy or cant, and paints a recognizable picture of bour
geois life— the world seen by the femme moyenne
sensuelle at the end of the twentieth century. Nor is
the change of gender in the phrase unimportant, for

there is, in a radical,affirmative sense,something femi
nine (and feminist) in all of her work. It is the feminism
of the women Impressionists,insisting that domestic
experience is as heroic a subject as any other. Murray
can now present this theme less as mute afternoon
emotion than as high morning comedy, Mary Cassatt
reinterpreted by Roz Chast. In the tradition of Matisse,
she has managed to take comfort as a subject without
succumbing to complacency as a theme.
By the middle of the 1980s, the essentialconundrum
of the media age— how could you make an art that
scrutinized pop culture when the artist was at least as
enmeshed in the mass media as the imagery he pre
tended to scrutinize?— had begun to provoke a new
response,one that would be ingenious, honest, some
times comically and charmingly candid, and almost al
ways hair-raisinglycynical.Stripped of any pretensesto
heroic individual style, the new art would insist that all
that was possible now was a flat recycling of imagery
and style from degraded pop culture to degraded
modern art. Not even the small melodrama of Salle
and Schnabelwould be permitted. The pleasureof the
new art, if any, for artist and audience alike, would lie,
the argument went, in its bitter assertion of bitter
truth. Only by refusing to participate in the bourgeois
game by which originality was constantly seduced and
betrayed could one protest.

This insistenceon using masslanguage against itself
in an art that deliberately denied any claimsto original
ity had two wings. One group, who saw themselvesas
Post-StructuralistMarxists, would try to run the cycles
of art and popular culture in reverse,by taking up the
forms and technigues of advertising, disorienting
them, and then using them against their original class
patrons. The second group, who thought of them
selvesas Marxist Post-Structuralists,thought that the
first group's project was much too optimistic. The sec
ond group's analysisof the hegemony of logocentric
repression showed it to be so powerful, so allpervasive, so entrenched within language and signs
and money, and within the ideas of art and argument
themselves,that all one could hope to do was to re
treat into deep cover, taking up a position of frozen
equanimity within the societywhich one despised,and
participating in its evils so fully and wholeheartedly
that in retrospect one's actions could only be under
stood as a form of irony.
The prophet of the first group was the Germanborn veteran of Conceptual art, Hans Haacke (fig.
24). Haacke'swork tended to be composed of "docu
mentation," photographs and wall labels filled with
fine type, revealing the connections between advertis
ing and social evils. One of his betes noires was the
advertising magnate CharlesSaatchi,who by the mideighties had assembled an extraordinary collection

AsLeninsaid
everythingis connected
everythingelse
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24. Hans Haacke. The Saatchi Collection. 1987. Mixed media installation, 8'5"x6'4"
(256.5 x 193 cm). Courtesy John Weber Gallery, New York
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25. Barbara Kruger. Untitled (You Invest in the Divinity of the Mas
terpiece). 1982. Unique photostat, 71
(182.2x115.8 cm).
The Museum of Modern Art, New York. Acquired through an anony
mous fund

to be the assumption that, somewhere, there could be
found many people who remained utterly vulnerable
to the manipulations of Bartells& Jaymesand the Cal
vin Girls, and who had to be lectured at in nurserytalk
to have the scheming of the massmedia made plain to
them. However sympathetic you might have been to
the political position that underlaythis work, and how
ever much you might have shared its disgust with a
disposable culture of manufactured lies, it was still
hard for many people to see how Kruger's strategies
and methods differed from those of advertising itself.
The flair for the catchy slogan, the preference for the
categorical over the complex, for the reductive sales
pitch over ambivalent analysis,the faith in the power
of a signature mantra— the manipulative language of
advertising was simply taken up in this art and reaccented. It wasn't even ironic, since its messages—
don't find your world in ours—were, in fact, perfectly
sincere: it wasn't a commentary on seductive simpli
fication, just a new and arresting form of it. In the past,
the work of artists like Hannah Hoch and John Heartfield had, as we have seen, tried to take up the vo
cabulary of mass persuasionand turn it against itself.
They had believedthat it was possibleto make art that
would be structurally immune to anyone's manipula
tion, a language so intrinsically alogical that it could
derange and counteract the language of mass persua
sion. This faith had proved unjustified, and perhaps it
was partly a dim memory of its failure that led the new

of contemporary art, a lot of it seemingly radical, from
the proceeds of his international ad agency. Haacke
produced an artwork that consisted of unflattering
photographs of Saatchi and sloganeering wall labels
that attacked him— unsophisticated people might
have called it an "advertising campaign"— and
attempted to demonstrate that Saatchi was out to
demoralize avant-garde art in the interests of
international capitalism. Throughout the eighties,
Haackecontinued to make an art that consistedof the
"deconstruction" of the language of advertising, in
the hope that, with its manipulations and lies laid bare,
ads would no longer have the hypnotic power that he
believed they possessed.
In the work of the word artist Barbara Kruger, the
language of anti-advertising art became more sophisti
cated. Kruger had actually worked as a layout artist,
and this led her to begin to make mock ads that used
the typographical devices and attention-getting juxta
position of imagesthat she had learned, in order to ex
pose the machinery of seduction. Kruger's dour
slogans— you invest in the divinity of the masterpiece;i
SHOPTHEREFORE
I AM; DON'T FIND YOUR WORLD IN OURS; AN

image is not a world — and signature bald, tabloid
typeface and red-and-black layouts, in which Constructivist design was skillfully reconciledwith the front
page of the New York Post, became one of the most
instantly recognizable of eighties graphic styles (figs.
25, 26). Underlying this striking work, though, seemed

26. Barbara Kruger. Untitled (I Shop Therefore I Am). 1987. Photo
graphic silkscreen on vinyl, 9'3"x9'5" (281.9x287 cm). Courtesy
Mary Boone Gallery, New York

generation of artists to accept so uncritically that the
only language with which to counter mass persuasion
was another dialect of the same language—that the
answer to advertising was now not art but propagan
da. And, as the century-old interchange between pro
paganda and advertising now seemed to narrow to
the duration of a single synapsefiring, Kruger's style
inevitably became the newest style of mainstream ad
vertising, which by the end of the decade had taken up

the deliberately bald, peremptory tone of Kruger's slo
gans to sell its own things: just do it; buy this.
don't find your world in ours. But nobody really did;
if one small hope seemed justified at the end of the
twentieth century, it was that fear of mass manipula
tion, which had dominated the thinking of so many
decent people for much of the century, had turned out
to be unfounded. As the experienceof EasternEurope
and China made plain, totalitarianism could be kept in
power not by the sophisticated manipulation of mass
emotion, but only by terror, plain and simple. Once the
instruments of terror were removed, the appearance
of mass consent passedwith it. If this was true of the
totalitarian East,where the apparatus of mass persua
sion had been maintained as a monopoly by the Party
to the exclusion of all other public discourse, how
much more true was it likely to be of America and
Western Europe,where no one group had a monopoly
on mass persuasion,and where the fear of manipula
tion was at least as vocal and institutionalized an intel
lectual tradition as its practice? The artists who
fearlessly"deconstructed" the language of advertising
had first to insist, against all common experience(and
against all the rueful testimony of the putative manipu
lators themselves),that people in an open and skepti
cal society did not already have a very precise idea
about which public speech rang true, and which rang
false.
It is the case,of course, that each of us spendsgreat
amounts of mental energy fending off the endlessim
portunities, on billboards and television, by mail and by
phone, to buy something. But the common resistance
is as large a part of the story as the common surrender,
and the pleasure of possessionas large a part of the
experience as the self-reproach at giving in. Denying
the lived experience of consumer society, both the
hard carapaceof skepticism that each of us grew and
the ticklish places of pleasure that each of us permit
ted, the new art could only retreat into a bleak and
unreal priggishness— into reaction. "All our culture
and aesthetic sensedoesn't find anything better to do
than to work for the exaltation of well-being and the
tickling of the instincts Triumphant, exultant, con
tinually sapping our heart and soul by its vibrant futil
ity." The words of Talmeyr, the extreme right-wing
Catholic who, as we saw, feared advertising at the end
of the nineteenth century becausehe saw it as an ex
pression of the democratic imagination—an instru
ment, in every sense, of the Commune— had by the
1990s become the uncritically accepted motto of
those who would have liked to think of themselvesas
the rightful inheritors of the Commune. The alterna
tive and genuinely modern tradition of Seurat, whose
intricate embrace and eager assimilationof advertising
style rested, finally, on his faith in the power of the
modern eye to discriminate— to absorb and select
from the new arts of persuasionthose elements that
might contribute to a poetic art— no longer seemed
capable of expansion.
What was perhaps most significant in the work of

Haacke and Kruger was the final break of the Marxist
tradition with any affection for popular spectacle. It
had after all been Leger, the supreme hero of the
Communist avant-garde, who celebrated the bill
boards in the place de Clichy preciselybecausethey did
promise a "society of spectacle" as an overwhelming,
open alternative to the mean repressionsof bourgeois
culture. The world of the billboard, the movie house—
the world of which Chaplin was the saint and the place
de Clichy the temple—for Legerheralded an emerging
civilization in which sheer, vulgar material appetite
would triumph over the narrow, repressivepieties and
hierarchiesof the church and counting-house culture.
Against this, it had been Duchamp, with an aesthete's

27. Sherrie Levine. Untitled (Lead Checks: 1). 1987.Caseinon lead,
20 x 20" (50.8 x 50.8). Collection Carol and Paul Meringoff

fastidiousness,who had insistedthat art had no future
in a society of spectacle except the tiny infra-mince
gesture that prefaced the classicaristocratic Horatian
retreat. Now the tiny chess move on the board of art
would present itself as the latest extension of radical
engagement.
A new generation of radical artists expressedtheir
contempt for modernist art only by taking over its
ironic jokes and turning them into memento mori.
Sherrie Levine was perhaps the shrewdest of those
who redefined the Duchampianjoke about the muta
bility of context as a statement about the death of art.
It was Levine's single insight to see that the Utopian
styles of modern art had become the equivalents of
urinals and bicycle wheels and bottleracks. Her readymades were other works of modernist art— generic
stylesof geometric abstraction or particular modernist
drawings and photographs, copied exactly and pre
sented, deadpan, as her own (fig. 27). "Appropriation
art," as it came to be called, had at least the virtue of
mean truth. The transformation of modern art into
popular culture, whose denial had mired so much me
dia art earlier in the decade in an unreal rhetoric, was
in this art presented as a hard, sour fact. But this was
all the art had to present, and the second, syncopated

beat of modern art, in which the appropriated thing
became the basisfor something newly imagined, was
never struck.
By the middle of the eighties, this strange assem
blage of emotions— an urge to lay claim to a position
of extreme radicalism, coupled with an absolute con
tempt for popular culture; a desire to declare one's
contempt for the forms of mass society coupled with
the fixed belief that nothing existed outside them—
found an oracle and a dogma in the works of the
French philosopher Jean Baudrillard. In one of those
comedies of Franco-American life whose point by
point transmission someone ought to trace, Baudril
lard passedin about five years— from his first sightings
in 1982 to his apotheosis in 1987—from a stray figure
in the lower reachesof the Frenchestablishmentto an
American art-world oracle, whose books were dis
played right next to the cash register at SoFlo book
stores, like copies of TV. Guide at a supermarket.
Baudrillardimmunized his systemin advanceagainst
any empirical criticism, or even contact with the real
world, by the wonderful "principle of operational neg
ativity." He insisted that all things that seemed to be
for his caseand all the counter-examplesthat might be
adduced against it were in fact equivalent, since in our
culture a fact might easilybe "metamorphosed into its
13
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inverse in order to be perpetuated in its purged
form." There was an element of deliberate, hyper
bolic overkill, and even of blague, in all of Baudrillard's
writings, which his admirers in America did not really
understand. It wasn't that Baudrillardwasn't serious; it
was just that the last thing he wanted to be was "sin
cere." As the decade wore on, and his audience in
America grew, Baudrillard was inclined continually to
inflate his aphorisms until they touched the edge of
obvious self-parody. But even when he announced, as
he did in 1989, that the key to understanding life on
Earth was to seethat it was not a real planet at all, but
just an advertisementfor some other planet, his admir
ers looked grave, and were disinclined to take it as a
joke.
Baudrillard's ideas were meant to be taken less as
elements in a coherent argument than as exclamations
at a wine tasting: smell, taste, roll it around in your
mouth, spit it out, exclaim, and then move on. In
America, however, Baudrillard'stasting notes from the
society of spectacle were taken as a Prohibitionist
tract. What his American admirers wanted was a
dogma and a program, and they found one in a Baudrillardian orthodoxy which could, in fact, sometimes
actually be glimpsed beneath the churning surface of
the prose. Basically,Baudrillard believed that "capital"
now enforces its power through the manipulation of
representations. We have been purposefully deluged
by a sea of representations, he insisted, and now they
have drowned reality.We no longer judge our images
in terms of how well they resembleour experience; we
judge our experience in terms of how much it resem
blesour images. Baudrillardseeshis contemporaries as
adrift in the world of the "simulacra"-- pure images,

floating free, referring to nothing but themselves—
and in the world of the spectacle,the endlessribbon of
entertainment and news and confession brought by
the mass media. Even the most seemingly disruptive
and violent images— a hijacking, say—are presented
to us not as the reportage of an event but as the play
ing out of a scenario.
As Baudrillard himself admitted, there was nothing
in all of this that couldn't have been found twenty
years ago in the writing of Marshall McLuhan. What
was new was the tone of unrelieved pessimism.When
McLuhan first offered his view of the medium as mes
sage, he suggestedthat by becoming spectatorsof the
great, coming universal spectacle, we all might be
brought into a new unity—the global village. But for
Baudrillard, the media image, in its free-floating ab
straction, had brought nothing but more and more co
ercive social control and the emptying out of inner life.
The global village had become the capitalist Gulag.
The function of simulation and spectaclewas to elimi
nate any possibility of rebellion, which depends, ulti
mately, on individuals being able to control their own
use of representations— on their being able to make
reliable, concrete maps of their world and its objects.
That Baudrillard became an oracle of New York art
institutions was impossibly ironic, for if everything that
Baudrillard had the most contempt for in the world
could have been summed up in two words they would
have been "American art." American art and its rhe
toric of the new was the most pathetic diversionary
campaign of the spectacular society. Yet Baudrillard
was perceived, by an odd bit of American self-delu
sion, to offer the perfect program for American art.
Baudrillard's desperate howl was translated into the
terms of American therapeutic culture as an ideology
that offered absolute license in the guise of total
honesty.
Baudrillard was understood to counsel an art that
accepted its own paralyzed place in the world of the
spectacle, but that accepted it with a buried detach
ment. Though the system of manipulation was ines
capable, it was possibleto make art that showed one's
awarenessof the processesof manipulation. As Bau
drillard had put it, in words that came to serve as a
motto for a generation of young artists: "Let us be sto
ics: if the world is fatal, let us be more fatal than it. If it
is indifferent, let us be more indifferent. We must con
quer the world and seduce it through an indifference
that is at least equal to the world's."
Baudrillard's
dogma was to many artists like the document that
Lucy,in a vintage Peanutsstrip, made all the other chil
dren sign. "Sign this," she said. "It absolvesme of all
responsibility." As Charlie Brown said wistfully, after
signing it himself, "That must be a very convenient
document to have."
In the work of the arch-Baudrillardian Peter Halley,
for instance, the spectator was offered simple, signa
ture geometric abstractions painted in Day-Glo colors,
most often featuring fluorescent rectanglesdivided by
heavy black bars (fig. 28). One could look as deep into

28. Peter Halley. Two Cellswith Circulating Conduit. 1985. Day-Glo synthetic polymer paint and Roll-a-Texon canvas,63" x 9' (160 x 274.5 cm).
Collection Michael H. Schwartz, New York
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these pictures as one chose: they could be read as
parodies of hard-edge abstraction, as dumbed-down
decoration, or as jeering assertionsthat abstraction it
self was a kind of prison, and that beneath the heroic
and pseudo-scientific attitudinizing of geometric ab
straction there was never anything more than an urge
to aestheticize the airless world of the Third Avenue
office building. In the wild rhetoric that accompanied
these pictures, Halley insisted that they were demon
strations that life and death were both "pretty out
moded concepts." Only by not supporting ideas, by
refusing to participate in the old game in which an im
age embodied an idea and thus allowed the simulation
of communication to perpetuate itself, could art show
that it was onto the game. It was a kind of dim parody
of the inflated transcendental claims by which geo
metric abstraction had first been put forward, now of
fered as a willfully deflated reduction.
If Halley represented the reductive end of the Baudrillardian aesthetic, Ashley Bickerton caught its tone
of cool, apocalyptic melodrama. Like Halley, and the
rest of the Neo-Geo artists given sustenance by Baudrillard's theory, Bickerton took a device from the
American pop tradition and then invested it with de
spair. Bickerton made slickly finished slabsof anodized
aluminum, secured to the gallery walls by rows of
heavy steel bolts (fig. 29). The faces of the boxes were
covered with commercial type and managed to com
bine the look of the credits at the end of a P.B.S.docu
mentary with that of the casing of a hydrogen bomb.
Though these boxes were obviously inspired by Stuart
Davis,they suggested not his vision of entrepreneurial
culture calling out to the world like a carnival barker,
but a chilling vision of corporate culture whispering to
itself in code. A monolithically ceremonial civilization

without private life or public discourse,ominous signs
arranged in endlesslyreductive patterns—that was the
world invoked, and those were the emblems depicted,
on Bickerton's shields.
Baudrillardianideology was a deliberately narrowing
program, designed to convince artists that nothing
new was possible.To make something from it that had
any intensity of feeling, it was necessaryto have an
imagination so peculiarly laid out that it would see ex
pansive possibilitieswhere everyone else saw narrow
ing restrictions, goofy and creepy veins of emotion
where everyoneelsesaw the death of feeling altogeth
er. This imaginative leap was achieved by Jeff Koons.
Koons once worked as a Wall Street trader, and he has
taken great pains to insist on his work as a set of im
personal market manipulations, small Duchampian
gestures in which objects are traded by the artist as a
way of illustrating the processesof commodification,
an art in which shopping has replaced making. But if
you put aside the rhetoric that Koons has allowed to
be decanted into his art and actually look at its struc
ture, the reedy originality of his imagination becomes
plain.
Koons first became well known for a small, ironic
displacement presented as art: vacuum cleaners
placed in plexiglasscases(fig. 31). It was an act, on the
face of it, no different from the misplacedurinal or the
Campbell's soup can. But Koons's vacuum cleaners
were charmless; they didn't have the thrill of the for
bidden or the appeal of the overlooked, just the
drudge-like presenceof the ignored. The Fountain de
pended for its power on its already having a place, if a
precariousone, in the array of objects that counted as
art; the timid newcomer to the ball, it could be
crowned king by Duchamp in order to show up the
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29. Ashley Bickerton. Tormented Self-Portrait (Susieat Aries). 1987-88. Synthetic polymer paint, bronze powder, lacquer on wood, anodized
aluminum, rubber, plastic, Formica, leather, chrome-plated steel, and canvas, 7'5
15 (227.1 x 147.5x40 cm). The Museum of
Modern Art, New York. Purchase

arbitrary pretenses of the entire social masquerade.
The soup can derived its power from Warhol's ability
to pick out something with which the whole culture
had a familiarity so deep that it had already been trans
formed into a kind of inarticulate love. The vacuum, a
necessarything but in 1987 nobody's idea of either hitech glitz or small-is-beautiful honesty,was one of the
few household objects for which there was no rhetoric
at all. In a culture that was wild about things, crazy
about things, Koons had managed to find the one
thing for which no one had ever felt any emotion at all.
He had a cruel eye for the dead zone of consumerism,
for the moment in the evolution of an object when it
had neither the energy of innovation nor the charm of
nostalgic association.
Next, Koons began to make metal castsof everyday
objects: toy trains that were sold as whiskey premi
ums, portable bars, scuba gear (figs. 30, 32). His most
famous work of this kind became the emblem of the
eighties: a stainless-steel cast of a cheaply made
Taiwaneseinflatable toy of a rabbit holding a carrot
(fig. 1). The rabbit made Koons into Oldenburg's evil
twin. Oldenburg's subject had been the emotional life
of inanimate things, and his theme was metamorpho
sis— the ordinary thing suddenly made animate: soft
or big or seductive. Koons's subject was the murder of
feeling by selling, and his metaphor was paralysis.Ar
mored in silver, the small, sinister bunny— a toy that
was not really quite a crib toy or a beach toy, but was
just this . . . thing, that you bought (fig. 33)— became a
cool, cybernetic hero, an android, suggesting at once
Neil Armstrong on the moon and the arriving alien
visitors.

/4"
3

30. Jeff Koons. Baccarat Crystal Set. 1986. Cast stainless steel,
16 x 16 x 12Vi" (40.6x40.6x31.8 cm). Collection Elaine and Werner
Dannheisser, New York

In late 1988, Koons managed to do something that
most people thought was no longer possible. He
shocked them. At the Sonnabend Gallery,he displayed
life-size porcelain and polychromed wood sculptures,
executed in Italy by craftsmen who usually make the
mantelpiece figurines sold in discount shops. The
figures included a seven-foot bear in a rainbow-striped

r

31. Jeff Koons. New Shelton Wet/Dry Double Decker. 1981-86.
Acrylic case,fluorescent lights, and four Shelton Wet/Dry Vacuums,
6'10"x 52" x 28" (208.3 x 132.1 x 71.1 cm). Collection Emily and Jerry
Spiegel Family

32. Jeff Koons. Jim Beam J. B. Turner Train. 1986. Cast stainlesssteel Jim Beam bourbon decanters with cast stainless-steel track
(edition of three), 9Wx9'8"x6
(24.8x295x171.1 cm). Saatchi
Collection, London

T-shirt looming over a London bobby (fig. 35); a shiv
ering beauty with a Farrah Fawcett hairdo, hugging
the Pink Panther to her bare bosom (fig. 34); a pair
of midget bears clasping hands and grinning; a fivefoot-tall Buster Keaton, astride a donkey and with a
chipmunk-cheeked bird perched on his shoulder; and
Michael Jackson,recumbent in a cream and gold jack-
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et, holding his pet chimpanzee, Bubbles.
Koons's work was applauded and attacked as an
abstract demonstration of a theory of commodification. If all art in any case aspired to the condition of
chotckes, then Koons, it was said, had at least got
there one-two-three, just like that. But by 1989 no one
really could have been shocked or even much affected
by those small, ironic platitudes. Koons's figurines
were shocking becauseof the way they looked. They
were nightmarish— devil dolls, in which the insipid lan
guage of the cartoons' over-accentuatedcontours and
biscuit glazes was suddenly made hard and staring.
The contours of each piece were as chubby as a Disney
drawing, but glacially hard— like Muppets who had
just seen the Medusa. All the soft puerility of the car
toon art of Kenny Scharf, all the hard-glazed stoicism
of the dead surfacesof Peter Halley, came together to
produce something as cold as it was compellingly ab
surd. Koons had discovered an Dr-kitsch beneath
kitsch—a part of pop culture that had never been
anathematized because nobody had ever thought
about it. Critics in the past had insisted that tap danc
ing, or comic strips, or hairpiece ads, were taboo, and
artists had rushed to violate that decorum. But nobody
had ever thought to come up with a rule to cover
seven-foot-tallbearsin rainbow-coloredT-shirtsstealing
the whistles of London bobbies. For a little while, the

34. Jeff Koons. Pink Panther. 1988. Porcelain (edition of three),
41 X20V2X 19"(104.1 x 52.1 x 48.3 cm). Collection Elaine and Werner
Dannheisser,

17
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33. "Bunny" toy. Inflatable vinyl, approximately
46" (114.3 cm) high, deflated. Distributed by F. W.
Woolworth
Co., New York; manufactured
in
Taiwan
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decade'sformalized pavaneof high and low ground to
a halt, as though the art-world audience were so many
bemusedcustoms agents, thumbing through their rule
books: go find me the regulation for that.
Yet the longer one looked at these objects, the
more one's amusement passedinto a senseof seeing

New York

something personal and strangled. "I wanted them to
be irresistible, to get you on every level at once,"
Koons once said. Beneath the practiced cant of
commodification, against the grain of the theory
which insistedthat thingness was no longer possibleat
all in a world of desiccated spectacle, there was in
these weird objects a desire to make things that could
only be taken as things. Thesewere relentlesslyinvent
ed objects, which, far from being haphazardly appro
priated from a Fifth Avenue discount shop, derived
their imagery and iconography from a narrow, specific
band of American popular culture. They came from
the narrow, empty interregnum of pop culture in the
early seventies(when, as it happened, Koons had been
an adolescent)— the world of limited animation, Sid
and Marty Krofft Christmas Specials,of Charlie's An
gels, and The Pink Panther.
Koons was the poete maudit of American adoles
cence. Hiswork summoned up the world of a thirteenyear-old's bedroom, the Mad magazine reader—the
meticulously assembled model planes on the dresser,
the rat-fink on the windowsill, the gleaming, polished
photo of Miss Decemberon the wall above the bed. As
much as Kenny Scharf's painting, it was puerile; but
now the puerility was in dialogue with the look of the
cold luxury object. Like the little boy in the movie Big,
Koons's was the adolescent imagination set free in a
world of cynical calculation. (Even the ads which he

35. Jeff Koons. Bear and Policeman. 1988. Polychromed wood (edition of three), 7WX 43x36'
(215 x 109.2 x 91.4 cm). Courtesy Sonnabend Gallery, New York
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produced for his exhibitions, and which outraged
many people, didn't really look like ads at all. They
were amateurish tableaux of the artist with his objects,
accompanied by models in bikinis. They had none of
the shrewd self-deprecating spirit of contemporary
ads; his ads suggested, instead, a thirteen-year-old's
ideas of advertising— me, sexy babes, and my stuff.)
Koons's ceramics appeared around the same time
as Andrew Wyeth's heavily hyped paintings of his
mistress-model, Helga Testorf. Koons's figurines were
a kind of Helga phenomenon in reverse:that had been
a publicity stunt disguised as a cri de coeur; Koons's
work was a cri de coeur disguised as a publicity stunt.
What made his work disturbing was its coupling of an
excitable imagination with an affectlessand stoical de
meanor. A private iconography— as original in its way
as Joseph Cornell's— could now enter the world only
by presenting itself as part of the enveloping culture of
contempt. The desire to make newly imagined things
look vitiated and secondhand seemed to express a
preference for death over life, and even in a weary
time this remained shocking. Writing about Jean Rhys
and William Burroughs, John Updike once spoke of
them as "Open-eyed tourists in Hell, for reality breaks
bare and inconsequent upon their personae.A certain
pragmatic dryness,which we feel in their styles,a cer
tain deadness,even, permeatestheir burnt-out worlds.
This deadness, perhaps, proved their mundane salva
tions, and makesthem, as artists, post-modern." It is
that same self-protecting morbidity, merged, in this
case, with a cheerful entrepreneurial busynessand a
strangely ingratiating humor, that radiated from all
of Koons's work. For once, the word postmodern
seemed meaningful— dead on.
At the end of the decade, it would be two installations
by the American word artist Jenny Holzer that would
seem to many people to have defined the spiritual cri
sis of the decade and, to a remarkable degree, still
managed to bode that crisisforth as art. If Koons's art
was made by a perverse imagination feeding on a
dead body of theory, Holzer was the first artist of her
melancholy order to self-consciouslytranslate a nar
rowing ideology into a richly ambivalent sensibility.
Holzer had done important work throughout the dec
ade, but at the very end of the 1980s she produced
two installationsthat summed up and rearticulated the
time's concerns. Both installations took as their medi
um the "light-emitting diode"—the kind of moving
electronic signboard that had once been part of the
language of Times Square spectacle but that had be
come, in the eighties, a commonplace advertising de
vice of the corner deli and take-O' ' restaurant. The first
and in some ways the more unforgettable of Holzer's
environments was called Laments, installed at the Dia
Art Foundation. In Laments, words passed,at a speed
just a little bit too fast to be truly read or absorbed, up
and down vertical columns (fig. 36). The observer was
left fixed, passive,by the spectacle: if Holzer's medium
was the electronic message board, her underlying

model of communication was television. Scrapsof in
dividual consciousness
— fragmentary first-person con
fessions of pain, fear, greed— flew by in the dark, in
glowing reds and greens and yellows.
Occasionally,the spectacle would stop, the room
would go black, and then the columns would glow in
pure color, before the words began again. (After the
experienceof the lit columns, spectators could go into
an adjoining room and read the texts at leisure; they
were there chiseled into sarcophagi [fig. 37]). The
words, as one slowly absorbed them, turned out to be
flat-footed, arrhythmic confessions— I subtract people
KILLEDFOR ONE REASONOR ANOTHER,I COUNT INFANTSAND
PREDICTTHEIRDAYS,I GUESSTHE NEW REASONSAND PROJECT
THEIREFFICACY.I DECORATENUMBERSAND CIRCULATETHEM.

Over time, it slowly became apparent that these seem
ingly disconnected sentences were in fact fragments
from monologues spoken by particular contemporary
types: many of the messagesin the Laments, for in
stance, had to do with the AIDS epidemic. (The lines
beginning i subtract people... seemed meant to repre
sent the internal monologue of an epidemiologist.) Yet
all these monologues had been processed into one
calm, impersonal, electronic spectacle. Holzer's art
seemedto insist that at the end of the century the old
tension, initiated by Picassoand Braque, between pub
lic words and private sensibility has gone slack, and
that all private experience could be expressed now
only in the homogenized language of public informa
tion. In Holzer's work, private feeling has been swal
lowed up in an affectlessstrip of public spectacle,pain
and sex and remorse vacuumed up by the media ma
chine and then re-presented in an endless ribbon of
undifferentiated information.
A few months later, Holzer installed an even
grander and more theatrical environment in the great
open well of the Guggenheim Museum (fig. 41). Now,
the light-emitting-diode displaysfollowed the spiraling
path of Frank Lloyd Wright's ramp, and fragments of
anonymous confessionssnaked majesticallyup the cir
cumference of the museum. The environment of La
ments had been intensely private and secretive— a
sanctuary of the cult of the misdirected message.The
messageboards at the Guggenheim managed to sug
gest something larger. Some of its vocabulary,and its
aura of direct, unremitting earnestness descended
from the American sculptor Bruce Nauman (fig. 38),
whose work, made on the edge between substance
and spectacle,seemedmore and more prescientas the
decade wore on. Yet where Nauman still belonged to
the inward-turning orbit of Duchamp and Johns,
Holzer on the whole was almost Smithson-like in voic
ing the kinship of primitive ritual and modern specta
cle. The bright electric light, mesmerizingspectatorsas
it dominated the dark museum, suggested both the
huddled warmth of the campfire and the cold signs of
the Ginza district in Tokyo. Her work depended on a
tension between the ancient memorial styles repre
sented by the graven sarcophagi and the new, tran
sient information style represented by the electric sign.

36. Jenny Holzer. Laments. 1989. Installation at the Dia Art Foundation, New York

37. Jenny Holzer. Laments. 1989
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38. Bruce Nauman. One Hundred Live and Die. 1984. Neon and glasstubing, 9'10"x 10'11"x 21"
(300 x 335.9 x 53.3 cm). CourtesyLeo CastelliGallery,New York
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stones (figs. 39, 40). The Truisms resembled slips
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elegiac potential residual in the modern sign, and the

plucked from particularly glum fortune

cool passivity of the contemporary

signage made one

Chinese restaurant near the New School: protect me

aware of the chilled impersonality

latent in the high

FROM WHAT I WANT; A SENSEOF TIMING IS THE MARK OF GE

memorial style. It was difficult to convey the surprising

NIUS; MONEY CREATESTASTE;ABUSEOF POWERCOMESAS NO

power of these pieces, for all their apparent simplicity

surprise. These Truisms were inspired by Holzer's expe

of means and message. At the Dia Foundation, people

rience at the Whitney

would come in ones and twos and threes, and remain

Program in early 1977, during which she was expected

for hours. The tragedy of the AIDS epidemic, which,

to read "studies in art and literature, Marx, psycholo

more than any other catastrophe of recent times, dem

gy, social and cultural

onstrated the way in which information did not neces

nism."
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theory, criticism

Study

and femi

Holzer intended these Truisms as affectionate

sarily produce understanding, much less salvation, was

parodies of the all-purpose art-world

perhaps memorialized there more powerfully and ap

wanted

to draw up an encyclopedia

propriately than anywhere else. At the Guggenheim,

cliches that one was somehow

crowds gathered on the ground floor of the museum

as cliches, a textbook

and looked up, raptly, patiently, like a crowd of office

avant-garde bibliography.

workers who have emerged at the end of the day to

cookies at a

reading list. She
of intellectual

not quite aware of

of the commonplaces

of the

Many people, however, were inclined to take the

find the Times Square zipper given over, somehow, to

purposefully empty Truisms as though they were signi

a catalogue of their own private obsessions.

ficant aphorisms. And this was not entirely a mistake,

Holzer had always been a word artist, but her path

since beneath the deadpan jokes there was in Holzer's

through the decade was a passage from the narrow,

art also a completely unironic urge to make a word art

hard ironies of Conceptualism

that communicated

to an intense confes

to an audience larger than the

sional realism. She first became well known for her

usual art-world circuit. Only connect. For most of the

Truisms, purposefully flat-footed

eighties, Holzer was seen as one of a generation of art

cliches that she had

printed in muted, classic type on white posters, and

ists who had taken up the syntax of the "information"

and Conceptual art of the seventies,and put it to use
as a public art of a new and touchingly unremitting
earnestness.
Yet over the last few years Flolzerhas translated the
common ideology into an intricate personal sensibili
ty, in touch with a deeper melancholy, at once more
outward-turning and more self-implicating, than that
of her contemporaries. Flolzer recognized in the unin
fected, flat-footed language that Conceptual art
shared with the set forms of media confessions— the
976 party line, the electronic bulletin boards— a vision
ary ineloquence that was peculiarly American and af
fecting: a tongue-tied sincerity that could become the
means to an anatomy of contemporary melancholy.
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39. Jenny Holzer. Granite Bench, from the Under a Rock series.
1986. Misty Black granite bench (edition of three), 17Viix48x
21" (43.8x121.9x53.3 cm). Courtesy Barbara Gladstone Gallery,
New York

What makes Holzer's art moving is its connection
to the larger river of American confession.If the syntax
of Flolzer'sart derivesfrom the avant-garde traditions
of Conceptual and information art, the visual drama of
her installations— the dark intimations of violation,
loss, and entrapment expressedin an environment of
bright public spectacle— is a poetic reduction of the
imagery of urban melancholia that has always been
part of the inheritance of American art. There has
always been in American memorial art a faith in the
laconic— a sense,extending from the Gettysburg Ad
dress to Maya Lin's Vietnam Veterans Memorial, that
real grief is laconic, for fear of seeming insincere.In the
long view of history, perhaps Holzer's installations will
come to be seen as part of this tradition. Her installa
tions share with the Vietnam Veterans Memorial the
uncanny ability to use a seemingly oblique or limited
text— a flat list of names, or a seriesof affectless and
almost unreadable confessions—to evoke in a large
public a sense of loss and pain that seems no longer
availableto the more conventional forms of rhetorical
pathos. What people wanted at the end of the dec
ade, it seems,was something spectacularlysad.
Standing in the well of the Guggenheim Museum
on a winter afternoon, looking up at Jenny Holzer's
stately,gloomy words as they spin up toward the roof,

one is put in mind of a different and more recent histo
ry of spiraling form. For Frank Lloyd Wright, of course,
the shell-like spiral that gave the museum its shape
was the ultimate organic metaphor for growth. Robert
Smithsonsummoneda new visionto life by reimagining
the spiral as the ultimate entropic form — a symbolic
image of culture and nature alike turning in on them
selves. Flolzer, in turn, adapted Wright's spiral to
Smithson's purpose. She found in the forms of the
new "information society" a way to rearticulate the
old ascending coil as a huge sign, one not to be as
cended but just to be observed. FHerwork suggests
that modern art and the popular culture around it no
longer seem to be ascendingto heaven, or even going
down the drain—just running around in circles.

Flowwe all roaredwhen Baudelaire
went fey.
"Seethis cigar" he said"It's Baudelaire's.
What happensto perception?Ah, who cares."
Today,alas,that happycrowdedfloor
Looksverydifferent: manyare in tears:
Somehaveretiredto bed and lockedthe door;
And someswingmadlyfrom the chandeliers;
Somehavepassedout entirelyin the rears;
Somehavebeensickin corners;the soberingfew
Are trying to think of somethingnew.
Auden wrote these lines in 1937, in an attempt to
describe what seemed to him a fundamental modern
dilemma. Modernist art, it seemed to him, had been
shaped by a flight from responsibility—to a common
audience, to articulate tradition, to firsthand experi
ence— and had become poisonously infatuated in-
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40. Jenny Holzer. Untitled, from the Survival series. 1984.Street in
stallation, New York
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stead with the artist's newly discoveredability to make
art out of any material that lay at hand. The power to
make poetry from one's own cigar ash, and to invest
mere banality with the spell of original imagination,
though it may have once promised joy and limitless
freedom, had ended, Auden thought, in nausea and
self-reproach.
Auden's lines may have never seemed more appro
priate to the situation of art than they do right now.
The retreat from the responsibilityof ordering singular
firsthand experience, into the dandyish, perverseconnoisseurship of the cliches of second-order culture,
seems,for many people, to have climaxed in the orgi
astic frenzy of Pop, and now has produced something
like a permanent hangover. "Some have retired to bed
and locked the doors
" On the one hand, we see
the attempt to find a space for art completely outside
the cyclesof seduction and consumption, an attempt
that seems,perhaps inevitably,to carry its own burden
of puritanical self-righteousness.On the other, the al
ternative to this accusatory retreat seems to be an in
creasinglyhystericaland mannered insistencethat the
exhausted party of consumer culture is still all the
world there is ("And some swing madly from the chan
deliers. . ."). For many among our own"sobering few,"
this unhappy scene marks the inevitable outcome of
an attempt to make art out of non-art, to substitute
secondhand culture for firsthand experience as the
subject of art. The only sane future for art, they argue,
lies in a complete divorce from the materials of mass
culture, and in a return to "perception" —to the spe
cific engagements of realist painting and sculpture.
Facesand bodies and landscapesremain as central to
experience now as any television image, they argue,
and the future of painting relies on art's renewed alle
giance to those subjects— in a return to the somatic,
the individually observed, the personally felt, the
seen.
Yet one of the triumphs of modern art has been to
show us that sight is manifold, and that looking hard
at secondhand culture can become as meaningful as
the scrutiny of first-order nature. Perceptionitself, after
all, cannot operate outside of an inherited vocabulary
of schemata. By enlarging and reforming and revising
the vocabulary of art to include the new vernacularsof
modernity, art has reformed and enlarged the vision of
us all. Baudelairewas interested in his own cigar not
just because it was his, but because it represented
the near-at-hand, the ordinary, the impossible-tooverlook— the real thing. In this sense,Baudelaire'sci
gar is also Seurat's poster and Picasso'sheadline and
Leger's billboard.
Now, as in 1937, what look like dead ends can still
emerge as a new set of individual options for artmaking. If the evolution of modern art into a kind of
popular culture has seen many artists succumb to the
temptation to reduce art to a set of ideological flashcards, held up to evoke a set of fixed responsesgroans from one group and cheers from another— it
has also created other sets of possibilities. A broad

range of responsesto the world around us still seems
available to the art of our time; the stubborn experi
ence of art still emerges from what might seem dead
ening or impossibly narrow rhetorics and announced
ambitions. If the emergence of modern art as a central
shared experience— a form of popular culture— has
reduced the space for the kind of guerrilla raids and
abductions that had proved so potent in the past, the
new coexistenceof art and pop culture leadsto no sin
gle or simple place. The situation of art today seemsto
depend lesson sustaining a permanent outsider's posi
tion than on a constant back-and-forth dialogue be
tween the tiny, individual experience and the giant
public platform that is now provided for advancedart.
In Elizabeth Murray's work, for instance, we recog
nize that popular imagery can be inextricably intermin
gled with private experience, in a way that intensifies,
rather than diminishing, the articulation of feeling; in
her painting, pop culture has become, in every sense,
the "second nature" of modern life. For Jeff Koons,
the seemingly narrowing dogma of the death of origi
nality has led to a kind of challenging irresponsibility,
and to an art of mad comedy and excessin which the
small, private imagination can treat the museum and
gallery as an extension of the den and the playroom.
ForJenny Holzer, on the other hand, the new centrality
that vanguard art has won has led her (as it has so
many other artists of her generation) to a new kind of
self-consciously public speech. The extreme literalmindedness of her art, though it may be rooted in
deliberately blank phrases and affectlessness,seems
finally less ironic than possessedby an urge to take
over the duties and solemnity of ceremonial art
through blunt, unmistakable symbols and signs.
What is astonishing is the degree to which the most
seemingly resistant and umpromising materials and
rhetoric can continue to provide the senseof the dou
ble, the troubling, the perpetually unstable, that we
recognizeas unique to art. If contemporary art teaches
a lesson about contemporary mass culture, it is in a
sense not a lesson about its brute strength but about
its continuing vulnerability to the manipulations of the
individual imagination. For all the declarations of the
impossibility of the new and original in the world we
inhabit, artists continue to allow us to experiencesen
sibility as history,to refract through willfully banal and
eccentric objects and orderings of objects— sevenfoot-tall polychromed bears and the lights of deli signs
and the maxims of fortune cookies—a sense of the
way we live now.
What matters most for the future, perhaps, is not
the debate of first-order experience versus second
hand schemata—we know now that neither of these
things can exist without the other— but the argument
between the categoricaland abstract idea and the par
ticular and individual emotion. Of all the unsuccessful
general theories of art, probably the least bad has been
the one that suggeststhat we usethe concept of "art"
to call attention to any made thing which seems to
unify what we had alwaysthought before were oppo-

41. Jenny Holzer. Installation at the Solomon R. Guggenheim Museum, New York, December 1989-February 1990

sites and, in doing so, reminds us Of the irreducible
complexity of life. Flowing pattern and truthful detail
reconciled,as in Raphael;a child's color and Cezanne's
drawing, as in Matisse; Chester Gould and Emily Dick
inson, as in Elizabeth Murray— what matters is less
what the particular opposed terms may be than that
the newly made thing recalls to us the "And yet. . ."
and "But also. . ." and "That, too . . . " of lived experi
ence rather than the tendentious categories of re
ceived ideas.
Sincethat tension, now shaped by poles of possibil
ity and horror more extreme than those of any pre
vious historical period, continues to shape our lives,
there doesn't seem to be any reason that they can't

shape art, too —and pop culture seems still so perva
sive and significant that it is difficult to see how it can
be left completely out of the articulation of these am
biguities. The motifs and subjects that any culture
takes up to express its sense of order—and of disor
der—are always unpredictable, and often emerge
from the realm of the banal, eccentric, and absurd. For
five hundred years, from China to Ireland, one of the
most telling and effective motifs in the world's art was
the image of a fabulous beast devouring its own tail.
What let art go on was that peculiarly gifted people
continued to want to make visible the concentrated
shock of the struggle between the bite and the beauti
ful body.

1. Roy Lichtenstein. Mirror #7. 1971. Oil and magna on canvas
(oval), 72 x 36" (182.9 x 91.4 cm). Collection the artist
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so many different histories, filled with
hundreds of individuals and objects, the
time might seem overdue to hold the
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mirror up to that populous world, and to
propose our own organizing

member of the N.F.L.champion Miami Dolphins; neither do
expresswaysthrough Kansas.The great thing in sports and
nature is the way bricks slip and reassemblein unexpected
combinations.
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study of modern art and popular culture, it's often

Typological thinking, no doubt, had its roots in the earliest
efforts of primitive man to classifythe bewildering diversity of
nature into categories.The eidos of Plato is the formal philo
sophical codification of this form of thinking. According to it,
there are a limited number of fixed, unchangeable "ideas"

been taken for granted that the ultimate goal is to
search past the diversity of individual creations for the
realities that lie behind the appearances of things — the
categories that are supposedly the real stuff of history.
In those searches for governing patterns or underlying

underlying the observed vari
ability, with the eidos (idea)
being the only thing that is
fixed and real, while the ob
servedvariability has no more

essences, the particulars

reality than the shadows of
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are merely statistical abstractions; only the individuals of
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what Mayr called an eidos,
and that this eidos is the real and most profound sub
ject of debate.
But such intellectual exercises, undertaken with the

pologist are precisely the opposite. For the typologist, the
type (eidos) is real and the variation an illusion, while for the
populationist the type is an abstraction and only the variation

the unruly details which make history matter. By em

is real. And, having abandoned the eidos in the context of
evolutionary theory, one finds it untenable also in every other
way. The philosophical consequencesof this aspect of Dar
winism have not yet been fully explored.'

we set out to replace mute, complacent generalities

announced purpose of restoring art to history, betray
phasizing small stories about people and objects in
stead of big abstractions about terms and categories,
with the eloquence of peculiar facts. And what we
have seen in these pages is not an encounter between

The second is from Roy Blount, Jr., in his 1974 book,

an immutable

ideal of "high"

or serious art and an

About Three Bricks Shy of a Load, which charted a sea

equally unvarying "low"

son with the Pittsburgh Steelers in the National Foot

that high art in our century, far from having a unified

ball League. Blount, defending

"project"

his choice of a title,

wrote:
I doubt that Chuck Noll [the coach of the Steelers]. . .would
like to think of his team as being three bricks shy of a load,
which is comparable to playing with lessthan a full deck. But
what deck that is worth anything can ever be said to be full,

culture. Instead we have seen

or direction, has always included the most

disparate attitudes, intentions, gestures, and critiques;
and that the forms

and intentions

of advertising,

graffiti, or comics have been diverse, and subject to
varying rhythms of change. Between these two gener
al zones there has been, instead of a rigidly fixed line, a

and what is so boring as a complete, neatly squared away

constant series of transgressions and redirections, in

load of bricks? "We don't have the peaksand valleys," said a

which the act of an individual imagination

has been

able to alter in a moment the structure of the high-tolow relationship. Schwitters picks up a tram ticket and
seesin it a component of his art; as a result, our ideas
about tram tickets, and our ideas about art, change.
Picassoreconsidershis grotesques, both as analogues
of the tribal and as tools to reform a painted likeness;
from there, the genre of caricature is burst, and a form
of potently ambiguous physiognomies is released to
become an emblem of our century.
These are not uniquely heroic or transcendent in
stances, bright bubbles that rise only occasionally
above a sludge of turbid, anonymous processes.The
smaller, lesscomplex but vital responsesthat rebound
back from high to low are made by individual acts as
well: Stan Lee,not "the comics," saw something prof
itable in Lichtenstein, and his attitude changed the
look, the content, and the audience of comic illustra
tion; A-One, not "graffiti," brought a version of de
Kooning's ambition to the Pelham Local.The real chal
lenge in this still confusing and complex field may be to
find out more about such particular stories, and to
keep postponing our urge for the safe harbor of the
categorical conclusion.
Keeping a steady eye on contingencies does not
mean, however, that we renounce all idea of order.
Evolutionarythinking of the kind Mayr espousesplots
patterns of growth and change, but deniesgiven desti
nies, permanent foreclosures, and underlying es
sences.Without forgetting, or lesseningour joy at, the
sheer variety of creative transformations this hundredyear history has entailed, we can in fact discern in it
severalrecurrent patterns.
Certainly the phenomenon of retrospectivevision is
such an ongoing order. From Braque and Picasso's
preference for quaintly drawn advertisements rather
than splashyphotomechanical layouts,through Hamil
ton's homage to the 1957 Cadillac, to Lichtenstein's
selection of war comics, modern art has often looked
at popular culture through a rear-view mirror— con
structing longer-lived secondaryworlds from materials
of the day-to-day world that are just passing. And by
memorializing a disappearing popular culture, modern
art has frequently made that memorial take over our
imagination of the thing itself. We see the early sixties
through the lens of Warhol's nostalgia; and Paris in
1910 looks to us now like Cubist collage. When Cor
nell wanted to construct his imaginary France, it was
with the detritus of forty years before, already sorted
by his artist forbears. Popular culture, so often de
scribed as a flickering dazzle of restless, momentary
novelty, is more frequently presented in modern art as
a repertoire of well-worn cliches,threatened familiars,
or fallen ideals. It is addressedas a realm of nostalgia
and enduring preservationthat locks into place the im
agery of childhood, the designsof soup cans, the look
of comic characters,or the shape of soda bottles, and
holds them up unchanged across the century, at the
same time that it incessantlychurns up and casts off
styles in other areas.
A larger, more global pattern has emerged, too, in

the way modern art's backward glance has been
linked to the reversalof Marx's aphorism about history.
The relations of popular culture to modern art have fol
lowed the pattern "first time farce, second time trage
dy," in at least two ways. In one, what seemed simple
jests or straightforward salespitches in popular culture
have often become seriousdevicesof unsettling doubt
or ambiguity in art: schoolboy puns reinforce the co
nundrums of a refined and semiotically complex Cub
ism, for example, or the comic spaces of the 1930s
become the despairing skies and bleak metaphysical
interiors of Guston in the 1970s. But in the other, on a
longer historical trajectory, the high spirits and icono
clastic irreverence with which artists initially reached
out to the material of commerce in the early part of the
century seem to congeal into suspicion, cynicism, and
disillusionedturgidity in many instancesof more recent
art. The senseof a potential to be grasped from adver
tising, as felt by Leger or Davisor Rodchenko, and still
by Oldenburg, devolves into wary suspicion and mel
ancholia in the era of Kruger and Holzer; and the ele
gant puns and disruptive gestures of Duchamp have
nurtured a stultifyingly earnest academicism as they
have aged.
The most dominant pattern that describes itself in
this history, however, moves neither forward nor back
ward, nor simply up or down, but around in circles.
The exchange between high and low has not involved
one-way ascentsand descents along a ladder, but cy
cles in the turning of a wheel. Styles,or ways of struc
turing communication, go round and round from
group to group instead of just rising or falling from
rung to rung in some rigid vertical hierarchy. From
small symbolic motifs, like sans-serifletters or Benday
dots, to strategies such as gigantism or jumbo styling,
to broad models like the billboard's use of huge, flat
planes of color, no style remains fixed in its original
place, but passesalong the wheel from low to high
and back again . . . and back again. Between the recog
nized and defined positions on this circuit, too, exists
an infinite range of interminglings of the different
worlds, and they also have a part to play in this pro
cess. Few words in modern culture have such an im
mediate association with mediocrity as "middle"; yet
again and again, middle-position figures and institu
tions— Cheret between the Louvre and the kiosk;
Agha between avant-garde and fashion; or the shop
window, between artiness and cutthroat come-on,
from Duchamp's day to Warhol's— have helped to
provoke exchangesthat have had radical outcomes.
No lessthan the growth of consumer culture or the
advent of entertainment industries, the development
of modern art has been entwined with the messyavid
ity of modern bourgeois society,which has constantly
put a premium on novelty and the assimilation of
change. The greatest as well as the most demeaned
productions on the wheel of interchange bear the
marks of this friction and grinding. Every attempt to
quarantine what we like from what we don't seems
doomed to betray the often recklessand seamyvitality
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of the history of art in this era. Our culture is one that
seemsto operate by a rule of reflex that is at once its
chagrin and its hope: nothing so sacredthat it may not
be made profane— but also nothing so profane that it
may not be made sacred.
Modern life is lived in contradictions, without the
support of fixed or continuous traditions. Modern art,
for all its aspirationsto be a firm anchor amid that tur
bulence, is more like a navigational sighting devicethat
allows a constant renegotiation of positions. Popular
culture has been not only the zone where high tradi
tions have met their demise, but also the ground from
which they have been revived,often through a parodic
affection that has supplanted simple academic fealty.
The specialend of the parodic tradition in modern art,
as Lorenz Eitnerwrites, is "not to devaluethe great tra
ditions, but to give them new life by freeing them from
the preciousness of mandarin culture, reanimating
them with genuine feeling, and bringing them into the
reality of modern experience." To find Tiepolo in
Cheret, to identify Duchamp and Gropius and Marinetti all commingled in the tail fin, to recoverjaponiste
framing from war comics or see Brancusi in a fire hy
drant— this is neither simply to revere nor simply to re
buke the idealsof the past, but to insistthat traditions,
kept vital by individual reinventions,should direct us to
make something of the complexities of life instead of
sealing us from them.
In that pursuit, artists have recurrently contradicted
what might seem logical fears about the debilitating
effects of modern massculture. Their work hasshown,
for example, that new technologies of mechanical re
production do not simply deform our perception of
original works of art, or dissipate the "aura" that sur
rounds such unique objects; these same technologies
also generate palettes of easily manipulable imagery
and unexpected variations of style. What appears
merely parasitic may in fact prove to be productive.
In the evolution of caricature, the growth of selfconscious stylization, and of a playful alternative to
mimetic illusion, depended to a large degree on the
proliferation of peculiar stylesthrough copying, first by
hand and then by printing— and on artists' readiness
to seize on the puns and parodic resemblancesthose
copies provided, and make them the material of art. In
the modern era, that pattern of innovation, which had
been a minor sideshow in the history of art, became
central to its progress: from Seurat's and van Gogh's
appreciation of the robust vulgarity of commercial
printing to Lichtenstein'sdiscoveryof a formal molecu
lar order within the relentlessrows of Bendaydots, the
proliferation of mechanical reproduction, by its sheer
inadvertent production of peculiar stylistic variations,
has provided a pool of possibilitiesthat has expanded
the language of modern art. In this way, the turning
wheel that threatens the special place of art also pro
videsthe possibilityof its renewal— and often precisely
by making the conventions of the past available in
altered forms that can become the coin of new
treasures.

In a similar contradiction, the realm of popular cul
ture that seemsthe graveyard of creative originality—
the world of the apparently tired cliche, or the hack
neyed, mechanical convention— has recurrently been
favored by modern artists as a garden from which to
garner new forms of sensibility.From Leger's interest
in advertising's stereotypes and Schwitters's affection
for trivial pleasantries, to Rauschenberg'sor Rosenquist's eye for the dead zones of commercial banality,
to Holzer's work with the inert grammar of homilies,
artists have looked to popular culture to provide, in the
form of things over-familiar and too well known, the
conditions for a particular kind of freedom of maneu
ver, and the basesfor fresh, unexpected styles of ex
pression. Those common properties that have come
down farthest on the wheel have often provided a spe
cial point of departure for new ascents into art that is
difficult, personal, and unsettling.
Accepting the life of the wheel does not mean encir
cling ourselves in some hermetic internal dialogue of
images. To the contrary, it entails seeing the way the
patterns of change in modern art restate those of oth
er patterns of change in modern society, and else
where in history.Studiesof entirely different aspectsof
human culture reveala similar order. We could find the
crucial role of the individual affirmed, for example, by
sociolinguisticstudiesof the way dialects or slangspass
from one social classto another, by the mediation of
"advanced speakers" who can maneuver in both
neighborhoods and speak both tongues. And archeologists know that cyclesof passagefrom high to low
and back again may be in unceasing motion even in
what appear to be simple and undeveloped societies.
In burial sites from ancient Greece to Victorian Eng
land, the seemingly logical opposition by which peas
ants settle for rustic simplicity in their rites, while
aristocrats prefer sumptuous elaboration in theirs, has
been found to reverseitself within a generation—with
the simple gravesbelonging only to the refined aristo
crats, while the peasantstake up the aristocratic style
(which then becomes, of course, "vulgar overstate
ment"). Here, too, the cyclesof fashion intervene be
tween social circumstanceand stylistic expression.The
incomparably more rapid revolution of the wheel that
has made it such a vital engine of change in modern
society may thus reveal, as much of modern art does,
the expanded potential of systemsof convention that
existed, ignored or demeaned, before our time.
We don't need, though, to look so far afield for evi
dence that individual acts and recycled forms are the
crucial agents of change in human culture. The history
we have examined demonstrates this, and that history
is not just some minor strain or secret, alternate cur
rent within the modern tradition. These are the pat
terns of invention that gave us the collages of Picasso
and Braqueand Schwitters and Hausmann,central im
ages of Miro's Surrealism, the paintings of Twombly
and Dubuffet, and so on almost beyond counting.
"Painting is impure," Philip Guston once said. "It is the
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adjustment of impurities that forces its continuity."
This history of impurity is not, of course, the only rec
ord modern art presents to us. But as Guston's
words— written while he was still an abstract paint
er— suggest, even the dream of purity often proceeds
only through the adjustment of impurities, by seizing
on and remaking the vernacular at hand. California
artists of the 1960s, such as Robert Irwin and John
McCracken, seeking a Zen clarity of featureless,seam
lesssurfaces,absorbed the painting techniques of cus
tom car shops to achieve their ends. Matisse found in
the 1940s that the ideal vision of luxe, calme, et volupte he had begun pursuing as a young man was con
sonant with the jazz music that blared from the radio
in his old age. And Piet Mondrian, this century's most
ardent advocate of an art of elevated aspiration and
distilled form, showed how even a world of austere
platonic form could be a way to take in the variety of a
life lived, from glimmering light on the sea to the pro
bity of plain Dutch interiors to the rhythms of boogiewoogie on Broadway.
Yet there are constant pressuresto deny this tradi
tion, in part becauseits open-endednessand indiffer
ence to fixed hierarchiesevoke such anxiety,and place
such burdens of freedom on us. "The plastic life is terri
bly dangerous," Legersaid. "Equivocation is perpetual
there. No tribunal exists to settle the dispute over
beauty." In order to avoid that danger, rival courts
have been established, and laws proclaimed. On the
one hand, people have invented an imaginary system
of powerful strategiesand programmed destinies,usu
ally associatedwith a notion of uncontaminated aes
thetic elevation, and they have called this system
"modernism." And in opposition, others have set
themselvesthe task of demythologizing this system of
beliefs. This ongoing adjudication sustains whole ca
reers and nourishesvast institutions. But the two sides
of the battle need each other more than they need his
tory; and the terms constructed in these wars take on
a comfortable life of their own, independent of dis
crete objects, individual lives,and personal experience.
It is not that the lessonswe draw from the history of
high and low in twentieth-century art in any way lead
to a simple, empiricist skepticismabout "theory." The
ory is exactlywhat we need— but we need theory that
is emancipated from a pre-scientific and even prerational basis in the kind of typological thinking Mayr
condemned, which still governs the writing of so much
cultural history. We began this book with the dis
comfiting sensethat the "conservative" and "radical"
positions on the issueof high and low were peculiarly
alike. We may see now that this similarity is rooted in a
shared, unconscious allegiance to what some philos
ophers would call "essentialism." Able to imagine his
torical understanding only in terms of penetrating the
veils of mere appearanceto get at an underlying truth,
"left" and "right" alike end up arguing over the type
rather than charting the variability. And, since no ab
stract eidos can ever sustain itself in the natural world,
inevitably the pictures of history they present become

stereotyped fables of beleaguerment and corruption.
More recently, some cultural historians, having
grasped that the categories of all theories themselves
inevitably rest "ungrounded" in other complex and
unjustifiable assumptions,have come to the despairing
conclusion that all rational criticism is itself an illusion,
or merely the deceptive camouflage by which a system
of power perpetuates itself. But this intellectual nihil
ism requires us to accept in advance the notion that
useful knowledge must take the form of authoritative
types and essences;the melodramatic and dogmatic
skepticism of "deconstruction" is the inevitable off
spring of a disappointed essentialism.The critical the
ory we need is one which recognizesthat the abstrac
tions of socialthought —the "bourgeoisie," the "mass
audience," or high and low themselves—are, at best,
provisional constructions, useful conjectures that may
sometimes allow us partially to organize or grasp a lit
tle piece of history.
One of the comedies (perhaps it is really a tragedy)
of contemporary intellectual manners is that, at the
very moment when some of the "hard" scienceshave
begun to look to cultural history for models of story
telling, cultural history is increasinglyinfected by con
tempt for its own methods. Natural scientists,formerly
thought of as engaged in the searchfor grand systems
of all-shaping law, now more than ever extol the spe
cial explanatory power of "just history"—that is, of de
scriptive chronicles which respect the role of accident
and honor the intractable power of the individual case.
(A key example of this celebration of historical narra
tive would be the paleontologist Stephen Jay Gould's
recent reconsideration of the branching diversity of
early animal forms, Wonderful Life.)Yet many contem
porary historians of culture, ironically, denigrate such
ways of recounting change as unsophisticated— and
treat them as delusory distractions from a "real" histo
ry, of the hidden working of large, determining forces,
supposedly concealed beneath the apparent diversity
of observable events and personalities. This denigra
tion of the errant matters of mere contingency is dou
bly ironic in the caseof those who deal with the history
of modern art; for the progressof that art, in its bewilderingly different forms, provides us with some of the
most telling instancesin all of history of the force latent
in unpredictable inventions, undetermined responses,
and individual idiosyncrasies.Museums of modern art
are, among much else, placeswhere we go to replen
ish our faith in the power and fascination of things that
did not have to happen.
To deny categoriesand types, however, is to risk seem
ing to deny values: to say that nothing is certain is of
ten understood to be saying that anything goes. If the
denial of authority is seen to result only in a surrender
to facile subjectivism, then questions of critical judg
ment easily become just a question of who has the
power to impose their views. And this argument, too,
is heard from many sidesof the debates over modern
art and popular culture -the argument that all hierar-
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chies of value in art are delusory artifacts of arbitrary
taste, inflicted on a field in which no true discrimina
tion is possible.This view— which is a dim parody of its
antithesis, the hunger for authority— informs blissful
swoons over the pleasuresof kitsch culture solely be
cause they are "pop," as well as tirades against the
elitism of attempts to identify better or worse among
the achievementsof artists.
The forced choice between the authoritarian and
the indiscriminate positions isn't adequate either to the
best traditions of responseto modern art, or to the art
itself. The point of the "cult of imagery" that Baude
laire saw as the advancing wave of mass-mediasociety
in the nineteenth century was not that this new world
of reproduced things stood conventional values on
their head, but that it charged the individual's habits of
looking with a burden of decision more complex than
any ever experienced by a member of the academy;
and brought with it for the critic a new task of persua
sion. Baudelaireknew, as Robert Storr haswritten, that
it would be necessaryfor the critic of modern life to
"reenter modernity in the fullness of its enduring am
biguity. . . ," Baudelairesaid that "a system is a kind of
damnation that condemns us to perpetual backslid
ing; we are alwayshaving to invent another and that is
a cruel form of punishment. And every time, my sys
tem was beautiful, big and spacious, convenient, tidy
and polished— or at least so it seemed to me. And ev
ery time, some spontaneous unexpected vitality would
come and give the lie to my puerile and old-fashioned
wisdom ... to escape from the horror of these philo
sophic apostates, I arrogantly resigned myself to be
modest; I became content to feel."
From Baudelaire's dissatisfaction with systems to
Reyner Banham's frustration with people who talked
about cars without looking at them, a higher critical
tradition has insistedthat we have to seefor ourselves.
More Baudelairethan Baudrillard, more Banham than
Barthes,this tradition restsabove all on a relentlessand
unsettling engagement with particulars, on the detec
tion of high in low and low in high, and on the inven
tion of new kinds of discrimination. We have passed
beyond the comforting rules of former academic hier
archies,when judgments about art were made within
the confines of a given set of rules that dictated which
motifs, which genres, or which materials were inher
ently more or lessnoble. Everyexperienceof the art of
the past hundred years reinforces the uncomfortable,
challenging premise that we cannot delimit the realm
of art by any pat, a priori rankings among the categor
ies of the circumstances,the materials, or the subjects
in question: matchsticksas well as marble, printers' ink
as well as oil paint, found imagery as well as esoteric
fantasy may all and equally be the stuff of the most
powerful and complex expressionsof art in our time. In
such a world, the shared cult of modern images must
entail a faith in contention and a dedication to con
stant reassessment,second thoughts, and argument.
Modern art, like the open society it inhabits, is a matter
of individuals, clubs, communities, factions, and end

lesschange. Taste in art, and discriminations between
high and low, are in this senseentirely political— if we
understand that politics does not begin with ideologi
cal categories, but rather when we are emancipated
from them into a life of debate.
This vision isn't just truer to the art we know. It also
corresponds to the actual experience of life in the ur
ban cultures of the Western world in the twentieth
century. We live in a world where bal and bach belong
to the same experience, in the same day or hour,
where Utamaro and Doonesbury,ElvisPresleyand Jas
per Johns, modern art in all its intensity and popular
culture in all its pleasures sustain us nearly simulta
neously, and each of us has to decide for ourselves
what weight or measure to give to each of these
things.
No fixed categories, only individual actions and judg
ments. This isn't a heroic conclusion. The inheritance
of the nineteenth century has made us see insistent in
dividualism as inevitably allied to a Romantic faith in
heroes. But individualism need not be Romantic; it's
simply an inescapable fact about the story at hand,
and it is found more often in slow labors than in blind
ing genius. Clive James, the British critic of television
and poetry, once wrote that to be a true pluralist "is a
work of patience, of taking pains to attack categories
while insisting on values, and there is no valid way of
speeding the job up." Better to conclude, then, not
with the vision of a vast turning wheel as the image of
this progress, but with an inquiry into the smaller hu
man efforts that propel that wheel, step by step. Leave
aside the big questions about big cycles,and look at
one last little motif, whose image stuck out of this
book's frontispiece: the big foot.
When we saw, back at the beginning, Bibendum's
huge, studded sole kicking out at us, we recognized a
comic motif that was also the announcement of a par
ticular kind of modern energy. In your face. But that
motif has reappearedoften in our story, from Crumb's
undaunted "truckers" to Lichtenstein's Keds to Guston's pathetic cobbled soles.And when we ask where
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2. George Herriman. Panelfrom Baron Bean, 1918. c King Features
Syndicate

r
3. Floyd Gottfredson. Panelfrom Mickey Mouse, April 22, 1948.
c Walt Disney Productions

this funny motif came from, and how it grew, we get a
kind of microcosmic recapitulation of the patterns of
history we've been recounting, a story of people
finding a vehicle for poetic expressionin the most im
probable low motif, a story of souls and soles.
The big foot, like so much else in modern art, begins
in the Renaissance;it's a perspectivemotif. When we
searchfor its origins we realizethat they lie in early ex
periments in foreshortening, and that the motif has
two different emotional effects there. In battle scenes,
the foreshortened foot is a motif of energy, in which
the inexorable logic of linear perspectiveand the free
description of athletic movement can be joined. But
we also see big feet on people who lie down, and most
often this means the dead, whether in the defeated
warriors of the quattrocento painter Uccello or in such
extraordinary images of pathos as Mantegna's radical
ly foreshortened Dead Christ of about 1466. The big
foot begins both as a bravura demonstration piece of
human energy and artistic mastery,and as an image of
surrender and defeat.
At the end of the nineteenth century, this motif
moves from the margin to the center and becomes, in
Cheret's hands, for instance,a motif that suggeststhe
jaunty, dandified syncopation of modern life—a world

of kicksand turns and flying leaps; that is still its mean
ing in the kick-boxing Bibendum. But by the time it en
ters the American comic strip, a few years later, the
upturned foot has changed its meanings slightly. Now
it is more of a clown's big shoe, an exaggerated
"adult" feature, that, supporting the tiny head and
elongated bodies of Mutt or Baron Bean, makes us
laugh at the absurd contrast between the grown-up
appearance and the infantile comportment. The con
stant reiteration of these upturned soles in the early
comic strip seemsto offer, on a Lilliputian level, a join
ing of the two traditional meaningsof the motif: com
ic energy and determination on the one hand and an
undertone of pathos on the other, a foreknowledge
that all the schemesand plots on which the characters
are so jauntily launched will be overthrown (fig. 2).
By the early thirties this device of the oversizedshoe
became part of the standard language of cartooning;
it just said "comics." In Gottfredson's Mickey Mouse,
for instance, the big, clunky shoe and sudden revela
tions of nailed-down soles are elements of costume,
part of the abstract repertoire of Disneydevices,some
thing to place alongside Mickey's accentuated curves
and neotenic features (fig. 3). From this perch, the big
foot sank down into the lowest reachesof gag-a-day
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4. Mort Walker. Panelsfrom Beetle Bailey, September 14, 1952. c King Features Syndicate

5. Robert Crumb. "Keep on Truckin'...,"from

Zap, 1 (November 1967). © 1983 R. Crumb

comics so that, by the early fifties, the work of hack
cartoonists was labeled by their condescending col
leaguesas simply "big foot" style (fig. 4).11
From that low perch, both Crumb and Guston
picked up the motif again, and recognized in its degra
dation a new kind of meaning. In Crumb's hands, the
big foot and upturned sole becamesymbolsof the rec
onciliation of the protest culture with the vernacular of
American working-class life; to "keep on truckin'"
was essentiallyan injunction to the counterculture to
take on itself some of the buttoned-up stoicism, the
uncomplaining, trudging rectitude, of working people
(fig. 5). The comic force of the symbol— and it was for
a while one of the most pervasiveimages in America—
lay in the utterly unexpected embrace of a degraded
comic image of resignation by a subculture seemingly

bent on reforming the world.
For Guston, the same image of the upturned sole
and the cobbled shoe, which he seemsto have recol
lected from its low point in Gottfredson, became a
symbol at once of protest and of exhaustedsurrender.
Choosing the most awkward, unbeautiful of images,
Guston insisted that this was a base level of truth —
that real souls could only be found in foot soles, and
that shoe leather offered an uncompromising, glamorless image of lived experience(count the nails on this
sole and then talk to me about "pure aesthetic experi
ence," each Guston shoe whispers).At the same time,
Guston restored to the upturned sole its original pa
thos; for him, too, it is a symbol of death (fig. 6).
The upturned sole and the big foot have also be
come favorite symbolic motifs of Elizabeth Murray.

6. Philip Guston. Mesa. 1976. Oil on canvas, 64"x9'6" (162.5x292.1 cm). Courtesy David McKee Gallery, New York
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Here, as we've seen, the source lay in low imagery.Her
big-shoe reliefs have their origins in the oversizeshoes
that Dagwood wears in Chic Young's Blondie. For
Murray, Dagwood's shoe became a found symbolic
image of her own father, wearing out his shoe leather,
searching for a job—failing. Comic disproportion be
came for her a symbol of defeat, and this association
was reinforced by a famous photograph of Adlai Ste
venson (the beaten Democrat in both presidential
racesof the 1950s), with his foot turned up to reveala
hole in the sole. For Murray, this simple comic vessel—
Dagwood's shoes, which are the great liberal loser's
shoes, which are her father's shoes— have become a
motif of defeat and perplexity generally,freeing her to
find in the least inflection of the low image new sym
bolic meaning. The shoelace, reforming itself into a
noose, can, for example, embody an elegiac recollec
tion of the suicide of a friend (fig. 7).12
"How beautiful are the feet of them that preach the
gospel of peace, and bring glad tidings of good
things!" runs the most incongruous exultation in the
Bible. "How beautiful are the feet" —what Saint
Paulmeant, of course,was that feet were beautiful be
cause they could go places, propel works that could
only be done by one person trudging over to another,
to take a new messagefrom town to town in a way
that would eventually change the consciousnessof an
empire. The big, rolling movements of modern culture,
those wheels and whirligigs of exchange, in the end
turn out to be just such small, pedestrian move
ments— not foreordained cyclesbut the consequence
of little, prodding, uncertain motions forward. Look at
a funny upturned shoe, and, if you are willing, you can
see faith, energy, failure, and your father's life. The
modern tradition can continue to bring us glad tidings
by taking us on extraordinary journeys to familiar
places,but only on its own eccentric terms. The deal is
that you have to go without a map, and you can only
get there on foot.
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40. On the historyof modern typography,see Her
bert Spencer, Pioneers of Modern Typography
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comprehensivediscussionof the Nubiangraffiti, see
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13. Of the variousarticlesby GeorgesHenriLuquet,
first see "Sur la survivancedes caracteresdu dessin
enfantin dans des graffiti a indicationssexuelles,"
Anthropophyteia,7 (1910), pp. 196-202; see also
his other articles: "Degenerescences
alphabetiques
du visagehumain dans lesgraffiti contemporains,"
Revued'ethnographie et de sociologie,5, no. 3-4
(March-April 1914), pp. 92-96; "Figuration possi
ble de la vulve dans I'ecriture pictographiquede
la Crete minoenne," Anthropophyteia, 8 (1911),
pp. 215-16; "Representation de la vulve dans
les graffiti contemporains," Anthropophyteia, 8
(1911), pp. 210-14; "Sur lescaracteresdes figures
humaines dans I'art paleolithique," L'Anthropologie, 21 (1910), pp. 409-23; "Sur un cas d'homonymie graphique: Sexe et visage humain,"
Anthropophyteia, 7 (1910), pp. 202-06; and "La
Methode dans I'etude des dessinsd'enfants," Jour
nal de psychologie,19(1922), pp. 193-22 1. Luquet
alsowrote a book in which he arguedthat both children's-drawingsand graffiti could be usedto under
stand prehistoricart: L'Art primitif (Paris:G. Doin,
Bibliothequed'Anthropologie, 1930). For a review
of this book, by Georges Bataille, see note 24,
below.
14. For picturesand discussionof theseworks, see
SusanSontag, "The Pleasureof the Image," Art In
America,75 (November1987),pp. 122-32.
15. SeeThomasKren, "Chi non vuol Baccho:Roelandvan Laer'sBurlesquePaintingAbout DutchArt
istsin Rome," Simiolus11, no. 2 (1980),pp. 63-80.
There is a similarly marked-up wall in the back
ground of Renoir'sChezla mereAntoine, a view of
artistsin a Barbizoninn, of 1867(NationalMuseum,
Stockholm).Seealso Giulio Briganti,LudovicaTrezzani, and Laura Laureati, The Bamboccianti: The
Paintersof EverydayLife in Seventeenth-Century
Rome,trans. Robert ErichWolf (Rome: Ugo Bozzi,
1983).
16. Restifde LaBretonne,Mesinscripcions:Journal
intime de Restifde La Bretonne, 1780- 1787 (Paris:
E. Plon, 1889).
17. My thanks to EmilyBraunfor pointing out the
Vittorio Corcos painting. For a discussionof its
graffiti, seeEmilyBraun,"From the Risorgimentoto
the Resistance:One HundredYearsof JewishArtists
in Italy," in Vivian B. Mann, ed.. Gardensand Ghet-

tos: The Art of Jewish Life in Italy, exh. cat. (Berke
ley, Los Angeles, Oxford: University of California
Press, 1989), p. 148.
18. For a discussion of graffiti-like inscriptions on
works by these artists, and possible other references
to graffiti in Russian art of the same period, see John
Bowlt, "A Brazen Can-Can in the Temple of Art:
The Russian Avant-Garde and Popular Culture," in
Kirk Varnedoe and Adam Gopnik, eds., Modern Art
and Popular Culture: Readings in High and Low
(New York: The Museum of Modern Art and Harry
N. Abrams, 1990).
19. On Balla and the photographs of lowlife taken
by the photographer Primoli, see Gerald Silk, "Fu
Balla e Balla Futurista," Art Journal, 41 (Winter
1981), pp. 328-36.
20. See Theodore Reff, "Duchamp and Leonardo:
L.H.O.O.Q.-Alikes," Art in America, 65 (JanuaryFebruary 1977), pp. 82-93.
21. Brassai, "Du murdescavernesau murd'usine,"
Minotaure, 1, nos. 3, 4 (1933), pp. 6-7.
22. Brassai, "The Art of the Wall," The Saturday
Book, no. 18 (1958), pp. 237-49. For a different
translation, see "Language of the Wall," U.S. Cam
era, 1958, pp. 6-15, 290, 294. See also "Graffiti
parisiens," XXe Siecle, new series, no. 10 (March
1958), pp. 21-24.
23. Hans Prinzhorn, Bildnerei der Gefangenen (Ber
lin: Axel Juncker, 1926), pp. 11-13.
24. See Marcel Griaule, Silhouettes et graffiti abyssins, Introduction by Marcel Mauss (Paris: Larose,
1933). See also Georges Bataille, "L'Art primitif"
(review of Luquet's L'Art primitif), Documents, 2,
no. 7 (1930), pp. 389-97; and A. S., "Peintures rupestres de Congo," Minotaure, no. 2 (1933), pp.
52-55.
25. The standard source on Dubuffet's writings be
tween 1944 and 1967 remains Prospectus et tous
ecrits suivants, ed. Hubert Damisch, 2 vols. (Paris:
Editions Gallimard, 1967). For a poetic remem
brance of common interest in graffiti, see Rene de
Solier, "Au temps des graffiti, et ensuite," in Dubuffet, ed. Jacques Berne, Cahiers de Therne series
(Paris: Editions de I'Herne, [1973]), pp. 273-76; on
de Solier's earlier statements concerning Luquet,
Prinzhorn, Klee, Henri Calet, and Brassai's interest in
graffiti, see "Embarras du beau," L'Arc, 35 (1968),
pp. 67-73; for the reference to an unpublished
letter, dated August 16, 1947, by Dubuffet to Bras
sai discussing a publication project concerning graf
fiti from the art brut collection, see Brassai', exh.
cat. (Paris: Bibliotheque Nationale, 1963), p. 23. For
a view opposing Dubuffet's claim to making sub
versive art with graffiti, see Clement Greenberg,
"Art Chronicle: Jean Dubuffet and 'Art Brut,"' Par
tisan Review, 16 (March 1949), pp. 295-97; for a
broader consideration, from a psychoanalytic view
point, regarding Dubuffet's use of language, see
Michel Thevoz, "Dubuffet: Le casseur de noix,"
Critique, January-February 1988, pp. 77-94.
Note that the above-mentioned
Henri Calet
(1904-1956), a literary figure associated with Du
buffet, recorded the prison graffiti of the French re
sistance in Les Murs de Fresnes (Paris: Les Editions
de Quatre Vents, 1945).
26. For a general introduction to the nouveau realisme movement and for sections on individual art
ists, see Pierre Restany, Les Nouveaux realistes,
preface by Michel Ragon (Paris: Planete, 1968); and
I960: Les Nouveaux realistes, exh. cat. (Paris: Mu
see d'Art Moderne de la Ville de Paris, 1986). On
Raymond Hains, see Hains, exh. cat. (Paris: Musee
National d'Art Moderne, Centre Georges Pompi
dou, for the Centre National d'Art Contemporain,
1976). On Jacques de la Villegle, see Villegle: De
fense d'afficher, exh. cat. (Paris: Galerie Beaubourg
[1974]); Villegle: Lacere anonyme, exh. cat. (Paris:
Musee National d'Art Moderne, Centre Georges
Pompidou, 1977); and Christopher Phillips, "When
Poetry Devours the Walls," Art in America, 78 (Feb
ruary 1990), pp. 138-45. For the artists' writings,
see Urbi & Orbi (Paris: Editions W. Macon, 1986).

On Mimmo Rotella, see Rotella: Decollages,
1954-1964, Introduction by Sam Hunter (Milan:
Electa, 1986); and Tommaso Trini, Rotella, Preface
by Pierre Restany (Milan: G. Prearo, 1974).
27. Cited in Villegle: Lacere anonyme, p. 21.
28. Restany, Les Nouveaux realistes, p. 82.
29. On the photographic technique involving the
use of special lenses (verres canneles), see Hains's
statements of 1952, "Quand la photographie devient I'objet," reprinted in Hains, pp. 6-7; on the
application of this technique to texts, see pp.
152-66.
30. Franqois Dufrene was the latecomer. From an
interest in the hidden aspects of language and pho
netic exploration he came to the discovery of torn
posters. He first saw them in December 1957, when
accompanying Hains to the Maison Bompaire, a
storage for torn posters. See Franqois Dufrene, exh.
cat. (Les Sables d'Olonne: Musee de I'Abbaye
Sainte-Croix; Nemours: Chateau-Musee, 1988);
and Hommage a Franqois Dufrene, exh. cat. (Paris:
Musee National d'Art Moderne, Centre Georges
Pompidou, 1983).
31. On Lettrism and its offshoots, including the Situationist International, see Stewart Home, The As
sault on Culture: Utopian Currents from Lettrisme
to Class War (London: Aporia Press & Unpopular
Books, 1988); and on the Situationist International
movement, see Elizabeth Sussman, ed., On the Pas
sage of a Few People through a Rather Brief Mo
ment in Time: The Situationist International,
1957-1972, exh. cat. (Boston: Institute of Contem
porary Art; MIT Press, 1989). On Asger Jorn's decol
lages, see Asger Jorn: The Final Years, 1965-1973
(London: Lund Humphries, 1980); for his state
ments on his decollages, see Asger Jorn au pied du
mur et un trilogue de I'artiste avec Noel Arnaud et
Franqois Dufrene, exh. cat. (Paris: Jeanne Bucher,
1969).
32. On Jorn's interpretation of graffiti, see Asger
Jorn, ed., Signes graves sur les eglises de I'Eure et du
Calvados (Copenhagen: Edition Borger, 1964); and
on his views regarding vandalism and Nordic folk
art, see Ann-Charlotte Weinmarck, Nordisk Anarkiism (Arhus: Kalejdoskop Forlag, 1980), p. 85.
33. On Rauschenberg, see Robert Rauschenberg,
exh. cat. (Washington, D.C.: National Collection of
Fine Arts, Smithsonian Institution, 1976); and Roni
Feinstein, "Random Order: The First Fifteen Years of
Robert Rauschenberg's Art, 1949-1964" (Ph.D. dis
sertation, Institute of Fine Arts, New York University,
1990).
34. On the identification of the Twombly drawing
in Rebus, see Feinstein, "Random Order," p. 210.
For an interpretation of Rebus, see Charles F.
Stuckey, "Reading Rauschenberg," Art in America,
65 (March-April 1977), pp. 81-83.
35. For bibliographies on Twombly, see Cy Twom
bly: Paintings and Drawings, 1954—1977, exh. cat.
(New York: Whitney Museum of American Art,
1979), pp. 108-11; and Cy Twombly: Paintings,
Works on Paper, Sculpture, ed. Harald Szeemann,
with contributions by Demosthenes Davetas, Rober
ta Smith, and Harald Szeemann, and a Foreword by
Nicholas Serota (Munich: Prestel; New York: distrib
uted in the U.S.A. by Te Neues Pub. Co., 1987), pp.
237-39; for references to graffiti, see Jean-Jacques
Leveque, "Twombly: Graffiti-Story," Nouvelles litteraires, 54 (July 8, 1976), p. 12. Roland Barthes
commented that Twombly is "un ecrivan qui accederait au graffiti" (in Cy Twombly: Catalogue raisonne des oeuvres sur papier de Cy Twombly,
catalogue by Yvon Lambert, text by Roland Barthes
[Milan: Multhipla, 1979], p. 10); and Donald Kuspit
discusses "graffiti idealized into memory traces of a
time when the prosaic was inherently poetic" (in
"Cy Twombly," Artforum, 25 [October 1986], p.
129).

Caricature
1. See Irving Lavin, "High and Low Before Their
Time: Bernini and the Art of Social Satire," in Kirk
Varnedoe and Adam Gopnik, eds., Modern Art and
Popular Culture: Readings in High and Low (New
York: The Museum of Modern of Art and Harry N.
Abrams, 1990).
2. See Maurice du Seigneur, "L'Exposition de la
caricature et de la peinture de moeurs au xixe sie
cle," L'Artiste, 9 (1888), p. 433.
3. The two seminal essays on the relationship be
tween modern art and popular imagery in the nine
teenth century are Meyer Schapiro, "Courbet and
Popular Imagery," Journal of the Warburg and
Courtauld Institutes, 4 (1941), pp. 164-91, re
printed in Schapiro, Modern Art: Nineteenth and
Twentieth Centuries— Selected Papers (New York:
George Braziller, 1978); and E. H. Gombrich, "Im
agery and Art in the Romantic Period," Burlington
Magazine, 191 (June 1949), pp. 153-58, reprinted
in "Meditations on a Hobby Horse" and Other Es
says on the Theory of Art (London: Phaidon, 1963).
For a critical review of what has happened since, see
Lorenz Eitner, "Subjects from Common Life in the
Real Language of Men: Popular Art and Modern
Tradition in Nineteenth-Century French Painting,"
in Varnedoe and Gopnik, eds., Modern Art and
Popular Culture.
4. See Edmond Pottier, Les Origines de la caricature
dans I'antiquite, Annales du Musee Guimet, Bi
bliotheque de Vulgarisation, 41 (Paris: Hachette,
1916), pp. 180-85.
5. See Thomas Wright, A History of Caricature and
Grotesque in Literature and Art ([1865]; rpt., Hildesheim and New York: Georg Olms Verlag, 1976).
See also Werner Hofmann, Caricature from Leo
nardo to Picasso (New York: Crown, 1957), p. 10;
and E. H. Gombrich and E[rnst] Kris, Caricature (Harmondsworth, Middlesex, England: Penguin, 1940),
p. 6.
6. Vasari tells a story about the origin of Leonardo's
grotesques that seems to mark the marriage of sa
tiric form to the Renaissance cult of the individual.
Leonardo, Vasari says, was "fascinated when he
saw a man of striking appearance, with a strange
head of hair or beard; and anyone who attracted
him he would follow about all day long and end up
seeing so clearly in his mind's eye that when he got
home he could draw him as if he were standing
there in the flesh." Vasari even goes on to give
names to some of these profiles; one of them, he
tells us, is a likeness of Amerigo Vespucci, the navi
gator who gave his name to the new continents.
See Giorgio Vasari, Lives of the Artists, ed. George
Bull (London: Penguin, 1987), vol. 1, p. 261.
7. See E. H. Gombrich, "The Grotesque Heads," in
The Heritage of Apelles: Studies in the Art of the
Renaissance (Ithaca, N.Y.: Cornell University Press,
1976). For an analysis of where and how the gro
tesque heads came to be cut out, see Carlo Pedretti,
ed., Leonardo da Vinci: Fragments at Windsor Cas
tle from the Codex Atlanticus ([London]: Phaidon,
1957). See also Kenneth Clark, The Drawings of
Leonardo da Vinci in the Collection of Her Majesty
The Queen at Windsor Castle, 3 vols., 2nd ed., rev.
with the assistance of Carlo Pedretti (London: Phai
don, 1968-69).
8. See Gombrich, "The Grotesque Heads."
9. See Pedretti, ed., Leonardo da Vinci. See also
Adam Gopnik, "From Grotesque to Caricature,"
M.A. thesis, New York University, 1983. The ency
clopedic impulse behind these compilations is
something like the rationale Lawrence Gowing has
given for the existence of museums: "Museums ex
ist so that future growths may have roots — so that
the idiosyncrasies of artists may be allied to the generality of art" (Lawrence Gowing, Paul Cezanne:
The Basel Sketchbooks, exh. cat. [New York: The
Museum of Modern Art, 1988], p. 34).
10. On the invention of caricature, see Gombrich

^
^
<
^
<

417

3
<
S2
<
^

418

and Kris,Caricature; and Lavin,"High and Low Be
fore TheirTime."
11. Lavin,"High and Low BeforeTheirTime."
12. SeeTheArcimboldo Effect: Transformationsof
the Facefrom the Sixteenthto the TwentiethCen
tury, exh. cat. (Venice:PalazzoGrassi;Milan: Bompiani, 1987); Arcimboldo, text by RolandBarthes,
with an essayby AchilleBonito Oliva(Milan: Franco
Maria Ricci,1980);and Bizzarie:Propossur Braccelli
par Tristan Tzara, ed. Alain Brieux (Paris: Alain
Brieux, 1963). On Braccelli,see in particular Ken
neth Clark'sstill unsurpassed
essay,"The 'Bizarie'of
GiovanbatistaBraccelli,"ThePrint Collector'sQuar
terly, 16 (October 1929),pp. 311-26.
13. It's interestingto note that Arcimboldo, trying
to characterizehis strangeworks to a potential pa
tron, calledthem macchie("spots"), a term that ap
pearspreviouslyin art theory only when Leonardo
usesit in his treatiseon art to refer to the blots and
accidentsin which one might discoverpurposeful
form. SeeTheArcimboldo Effect,p. 93.
14. Many yearsago, Gombrichand Krissuggested
that the birth of caricaturealsomarkedthe death of
belief in "image magic." To draw someoneelsein a
grotesque or distorted fashion, or, worse, to give
him some of the attributes of an animal, or of a
mereobject,had neverbefore beencompletelysev
eredfrom the magicaldesireto do harm to the man
by doing harm to his image. Only after imagemaking had been redefinedas a form of competi
tive rhetoric,a gameof one-upsmanship,could one
begin to view mocking portraiture(soto speak)ab
stractly,as affectionate,provisionalteasing—image
magic, but held in quotes. Other, lessspeculative
thinkers haveconsideredcaricaturea form of man
nerism, the aftermath of achievement.Only after
artists had completelymasteredthe descriptionof
naturalappearancescould they beginto knowingly
depart from them. But then, artists and admirers
had at least sincethe time of Giotto thought that
the latest language of appearanceswas "com
plete." SeeGombrichand Kris,Caricature.
SeealsoGombrich'sdiscussionof Kris'sinterestin
caricature,of his leaving art history for psychiatry,
and the tragic historicalcircumstancesthat forced
them both to abandonthe majoropuson caricature
that they had planned, in Tributes:Interpretersof
Our Cultural Tradition(Oxford [Oxfordshire]:Phaidon, 1984).We would be proud if the influenceof
the ideasof ProfessorGombrichabout the placeof
caricaturein Western art history,as they were ex
pressedin that collaborationand then later in many
other writings, could be felt everywhere in this
chapter (although the conclusions drawn here
might be very different from his own).
15. On Hogarth,see RonaldPaulson,Hogarth: His
Life, Art, and Times,2 vols. (New Havenand Lon
don: Yale UniversityPress,publishedfor the Paul
Mellon Centre for Studiesin British Art [London],
1971).
16. On Gillray,see DraperHill, Mr. Gillraythe Cari
caturist: A Biography([London]: Phaidon,[1965]).
On Gillrayand early Romanticpainting, see Gom
brich, "Imagery and Art in the RomanticPeriod."
SeealsoJonathanBate,"Shakespearean
Allusionin
EnglishCaricaturein the Age of Gillray,"Journalof
the Warburg and Courtauld Institutes,49 (1986),
pp. 196-210; and RevaWolf, "Goya's Satiresof
Societyand the BritishTradition of Comic Art," a
lecture deliveredat The Metropolitan Museum of
Art, New York, May 23, 1989.
17. SeeGombrich,"Imageryand Art in the Roman
tic Period."
18. For David and Gillray, see Albert Boime,
"Jacques-LouisDavid,ScatologicalDiscoursein the
FrenchRevolutionand the Art of Caricature,"Arts
Magazine, 62 (February 1988), pp. 72-81, also
printed in FrenchCaricatureand the FrenchRevolution, 1789-1799, exh. cat. (LosAngeles:Grunwald
Centerfor the GraphicArts, Wight Art Gallery,Universityof California,1988).
19. Daumiermayhavebeenfamiliarwith this motif

either through David'sSabinesor through a caricatural parodyof it.
20. There has recentlybeen a renaissancein Dau
mier studies.For a review of changing evaluations
of Daumierin the light of evolvingideasabout art
and imagery,see Michel Melot, "Daumier and Art
History:AestheticJudgement/Political
Judgement,"
OxfordArt Journal,11, no. 1 (1988),pp. 3-24. For
a thematic index, see Louis Provost,Honore Dau
mier: A ThematicGuide to the Oeuvre,ed. Eliza
beth C. Childs (New York: Garland Publishing,
1989). On Daumier's classicalsources, see Jody
Maxmin, "A Hellenistic Echo in Daumier's Pe
nelope?," Art International,27 (August 1984), pp.
38-47. On his technique, see Bruce Laughton,
"Some DaumierDrawingsfor Lithographs,"Master
Drawings,22, no. 1 (1984), pp. 56-63. On Dau
mier'simaginativereuseof found grotesquemateri
al, see Bruce Laughton, "Daumier's Expressive
Heads," RACAR:Revued'art canadienne,14, nos.
1, 2 (1987), pp. 135-42. Fora full-scaleattempt to
integrate Daumierinto the aestheticsof his period,
seeJudithWechsler,A HumanComedy:Physiogno
my and Caricature in Nineteenth-CenturyParis,
Forewordby RichardSennnett(Chicago:University
of ChicagoPress,1982).
21. SeeEitner,"Subjectsfrom Common Life in the
RealLanguageof Men." Degasonce said, "Dau
mier had a feeling for the antique"; see Theodore
Reff, "Three Great Draftsmen," in Degas: TheArt
ist's Mind (New York:The MetropolitanMuseumof
Art, 1976), p. 71.
22. On Philipon, see JamesCuno, "The Business
and Politicsof Caricature:CharlesPhiliponand La
MaisonAubert," Gazettedesbeaux-arts,ser.6, 106
(October 1985), pp. 95-112.
23. On Grandvilleand Philipon,see Clive F. Getty,
"Grandville:OppositionCaricatureand PoliticalHa
rassment," Print Collector'sNewsletter, 14 (Janu
ary-February1984),pp. 197-201.
24. On Dantan,see PhilippeSorel,"Les Dantandu
MuseeCarnavalet:Portraits-charges
sculptesde I'epoque romantique," Gazettedesbeaux-arts,ser.6,
107(January1986),pp. 1-38, and (February1986),
pp. 87-102.
25. SeeThomasWright, A Historyof Caricatureand
Grotesquein Literatureand Art ; and Champfleury,
Histoire de la caricatureantique ([1865]; 2nd ed.,
Paris:EditionsDentu, 1867).
26. Charles Baudelaire,"De I'essencedu rire et
generalementdu comiquedanslesarts plastiques,"
in Baudelaire:Oeuvrescompletes,ed. Claude Pichois, vol. 2 (Paris: Gallimard [Bibliothequede la
Pleiade],1976).Foran Englishedition, see "On the
Essenceof Laughter," in The Mirror of Art: Critical
Studiesby CharlesBaudelaire,trans, and ed. with
notes and illustrationsby JonathanMayne (Garden
City,N.Y.: Doubleday& Co., 1956).SeealsoBaude
laire,"1846: LeSaloncaricatural,"Le Manuscritautographe,5 (July-August 1930),pp. 1-14; Werner
Hofmann,"Baudelaireet la caricature,"Preuves,18
(May 1968), pp. 38-43; BeatriceFarwell,The Cult
of Images(LeCultedesimages):Baudelaireand the
Nineteenth-Century Media Explosion, exh. cat.
(SantaBarbara,Calif.: UCSBArt Museum,Universi
ty of California, 1977); and Ainslie Armstrong
McLees,"Baudelaireand Caricature:Argot plastique," Symposium,38 (Fall 1984), pp. 221-33. Al
though Baudelaireseemsto havewritten the essay
on laughteraround 1846, it was reorganizedsome
time in the early 1850s, and not published until
1857. See Claude Pichois,"La Date de I'essaide
Baudelairesur le rire et lescaricaturistes,"LesLettres
romanes,19 (August 1, 1965),pp. 203-16.
27. Baudelaire,"De I'essencedu rire et generale
ment du comique dans les arts plastiques," pp.
532-34.
28. For a fine discussionof Baudelaire'scoinageof
this term, seeMcLees,"Baudelaireand Caricature."
29. Baudelaire,"De I'essencedu rire et generale
ment du comiquedans lesarts plastiques,"p. 536.
30. On Daumier's relationship to organized lan

guagesof gestureand expression,seeWechsler,A
Human Comedy.
31 . On Manet and popularlithography,seeparticu
larlyAnne Coffin Hanson,"Manet's SubjectMatter
and a Sourceof PopularImagery,"Museum Stud
ies,3 (Chicago:TheArt Instituteof Chicago,1968),
pp. 63-80; and her "Popular Imagery and the
Work of Edouard Manet," in Ulrich Finke, ed.,
FrenchNineteenth-CenturyPaintingand Literature
(Manchester: ManchesterUniversityPress,1972).
See also Farwell, The Cult of Images. For a dis
cussionof Manet's popular sources,see Ewa LajerBurcharth, "Modernity and the Condition of Dis
guise: Manet's Absinthe Drinker," Art Journal,45
(Spring1985), pp. 18-26.
32. Paul Gauguin, The Writings of a Savage,ed.
Daniel Guerin, trans. EleanorLevieux(New York:
The Viking Press,1978), p. 132. Seealso the ex
tended discussionof Gauguin'sinterestin Daumier
and caricatureas part of a larger arsenalof stylization in Kirk Varnedoe,"Gauguin," in William Rubin,
ed., "Primitivism" in 20th CenturyArt: Affinity of
the Tribaland the Modern, exh. cat., 2 vols. (New
York: The Museumof Modern Art, 1984).
33. See Aimee Brown Price, "Official Artists and
Not-So-Official Art: Covert Caricaturists in
Nineteenth-CenturyFrance,"Art Journal,43 (Win
ter 1983),pp. 365-70.
34. Ibid.
35. On the evolutionof the caricaturejournalsand
the birth of modernistpainting, seeJeanAdhemar,
"Les Journauxamusantset les peintres cubistes,"
L'Oeil,4 (April 15, 1955),pp. 40-42.
36. Seethe discussionof Groszin RalphE. Shikes,
TheIndignantEye:TheArtist asSocialCriticin Prints
and Drawingsfrom the FifteenthCenturyto Picasso
(Boston: BeaconPress,1969), pp. 286-94.
37. Klee'sinterestin caricatureincludeda peculiarly
prescientcommentabout Rodin.At an exhibitionin
Romein 1902, he wrote that "The only good dis
playsare the drawings,etchingsand lithographsby
the French. Above all, Rodin's caricatures of
nudes!— caricatures!";this is an earlyapplicationof
the term to high figurativeart in a way that is meant
to be entirely complimentary.See The Diaries of
PaulKlee, 1898-1918, ed. FelixKlee(Berkeleyand
LosAngeles:Universityof CaliforniaPress,1964),p.
105.
38. SeeAdam Gopnik, "High and Low: Caricature,
Primitivism,and the CubistPortrait,"Art Journal,43
(Winter 1983),pp. 371-76. What follows is adapt
ed in part from that essay.
39. Therehavebeenrelativelyfew discussions
of Pi
casso'searly caricaturesin the context of his later
art. For a brief discussionwith illustrations,seeAn
thony Blunt and PhoebePool,Picasso:The Forma
tive Years—A Study of His Sources([Greenwich,
Conn.]: New York GraphicSociety,1962).
40. See William Rubin, "Picasso," in Rubin, ed.,
"Primitivism"in 20th CenturyArt, pp. 285-86, es
peciallyn. 118.
41. Ibid., p. 285.
42. For Picasso'spunning awarenessof the rela
tionshipbetweenprimitiveform and hisown graph
ic shorthand,see the chapter "Primitivism" in Kirk
Varnedoe,A Fine Disregard:What Makes Modern
Art Modem (New York: HarryN. Abrams, 1990).
43. SeeRolandPenrose,Picasso:HisLife and Work
(London: Victor Gollancz, 1958), p. 126. Picasso
added,when he told this story to Penrose,that this
remarkof Feneon'swas not asdumb as it sounded,
since all good portraits contained an element of
caricature.
44. SeeRubin,"Picasso,"p. 282.
45. Ibid., p. 284.
46. Ibid.
47. On the practitionersof this strategy,see Jurgis
Baltrusaitis, "Tetes composees," Medecine de
France,no. 19 (1951), pp. 29-34; BernardChampigneulle,"A Forerunnerof Surrealismin the Seven
teenth Century," Graphis, 16, no. 33 (1950), pp.
458-61 ; and JohnGrand-Carteret,LesMoeurset la

caricature en France (Paris: La Librairie lllustree,
[1888]).
48. See Rudolf Arnheim, "The Rationale of Defor
mation," Art Journal, 43 (Winter 1983), pp.
319-24.
49. See Ernst Kris, "The Psychology of Caricature,"
International Journal of Psycho-Ana lysis, 17 (July
1936), pp. 285-303.
50. For cognitive studies of caricature, see David N.
Perkins, "Caricature and Recognition," Studies in
the Anthropology of Visual Communication, 2
(Spring 1975), pp. 10-23; and David N. Perkins and
Margaret A. Hagen, "Convention, Context and
Caricature," in The Perception of Pictures, ed. Ha
gen (New York and London: Academic Press,
1980), vol. 1. See also the writings of the psycholo
gist Julian Hochberg, particularly "The Representa
tion of Things and People," in E. H. Gombrich,
Julian Hochberg, and Max Black, Art, Perception,
and Reality, ed. Maurice Mandelbaum (Baltimore
and London: Johns Hopkins University Press, 1972).
Of course, debate still continues about the psy
chology of caricature, and many recent studies rec
ognize that the early notion that "the mind's eye
sees caricatures" is oversimplified. A fascinating re
cent line of investigation, which may shed some
light on the underlying structure of the historical in
vention of caricature, has involved trying to under
stand how people draw caricatures by figuring out
ways of getting machines to draw them. It turns out
that a successful computer program for caricaturemaking can't work just by taking coordinates of a
face and distorting them. Instead, the program has
to invent a complicated abstract set of comparative
operations in what the programmers call "face
space": the computer has first to make a line draw
ing of a given face, then compare that drawing with
a drawing of a so-called "norm" face— a homog
enized, neutral face— and then emphasize and ex
aggerate those areas of the first face that most
differ from the norm.
The computer scientists, naturally and under
standably, treat the line-drawing styles in which
they instruct the computer to work as though they
were simply "given," styles without any history. But
from the historical point of view, we can recognize
in this program some of the elements of the history
we have been examining. The "norm" faces for the
early caricaturists seem to have been earlier "gro
tesque" faces, and what made caricature interest
ing, and what made it grow, was the constant
"feeding in" of new and more surprising norms into
the "face space" of early caricature. The "norm" of
the computer program is a straightforward, pur
posefully banal, neutral face. Perhaps what Bernini
and Arcimboldo did was, intuitively, to choose more
and more challenging norms — bowls of fruit, insect
bodies— as templates for caricature. Certainly, the
thought that caricature takes place not through a
simple routine of distortion, but through a dialogue
between a generic norm and a particular face, is
one that seems to fit the history of caricatural inven
tion remarkably well.
For more on this subject, see A. K. Dewdney,
"Computer Recreations: The Compleat Computer
Caricaturist and a Whimsical Tour of Face Space,"
Scientific American, 255 (October 1986), pp.
20-24, 27-28.
51. The argument between "economical" and "ex
pansive" theories of humor reflects larger twentiethcentury arguments between economical and
expansive theories of art. See the discussion of
Mach and his opponents among the Russian For
malists in Varnedoe, A Fine Disregard, pp. 265-66.
52. Quoted in Gombrich and Kris, Caricature, p. 11.
53. Henri Bergson, Le Rire: Essaisur la signification
du comigue (Paris: F. Alcan, 1900); English trans, in
Wylie Sypher, ed., Comedy ([1956]; rpt., Baltimore
and London: John Hopkins University Press, 1980),
p. 64.
54. For the key discussion of this strategy, see E. H.
Gombrich, "The Mask and the Face: The Perception

of Physiognomic Likeness in Life and in Art," in Art,
Perception, and Reality.
55. See Adhemar, "Les Journaux amusants et les
peintres cubistes."
56. For Covarrubias, see Masters of Caricature:
From Flogarth and Gillray to Scarfe and Levlne, In
troduction and commentary by William Feaver, ed.
Ann Gould (New York: Alfred A. Knopf, 1981), p.
159. See also Miguel Covarrubias: Caricatures, Bev
erly J. Cox and Denna Jones Anderson with essays
by Al Hirschfeld and Bernard F. Reilly, Jr., Foreword
by Alan Fern (Washington, D.C.: Smithsonian Insti
tution Press,for the National Portrait Gallery, 1985);
and Miguel Covarrubias: Flomenaje, ed. Lucia Garcia-Noriega y Nieto (Mexico City: Centra Cultural
Arte Contemporaneo, 1987).
57. See Eduard Fuchs, Geschichte der erotischen
Kunst, vol. 1 (Munich: Albert Langen, [1912]).
58. See James Cuno, Introduction to French Carica
ture and the French Revolution ; and Alexander
Meyrick Broadley, Napoleon in Caricature, 17951821 (London and New York: John Lane, 1911).
59. Paul Eluard, "Les Plus Belles Cartes postales,"
Minotaure, 1, nos. 2, 3, nos. 3, 4 (1933), pp.
85-100. The Surrealists' interest in body/face trans
formations is traced in The Arcimboldo Effect. See
also Tristan Tzara, "Le Fantastique comme deforma
tion du temps," Cahiers d'art, 12, nos. 6, 7 (1937),
pp. 195-206.
60. Eluard, "Les Plus Belles Cartes postales...,"
p. 86.
61. Maurice Raynal, "Dieu, table, cuvette," Mino
taure, nos. 3, 4 (1933), p. 40.
62. On Leautaud, see Kenneth Tynan, Curtains: Se
lections from the Drama Criticism and Related Writ
ings (New York: Atheneum, 1961), pp. 397-98.
63. Kris, "The Psychology of Caricature," p. 293.
64. Tynan was, of course, paraphrasing the ideas of
the Polish theater historian and critic Jan Kott, as
they had been set down in Kott's book, Shake
speare, Our Contemporary (trans. Boleslaw Taborski
[Garden City, N.Y.: Doubleday & Co., 1964]), and
exemplified in Peter Brook's great production of
King Lear, in the mid-sixties. See Kathleen Tynan,
The Life of Kenneth Tynan (New York: William Mor
row, 1987), pp. 241-42.
65. See Gert Schiff, Picasso: The Last Years, 19631973 (New York: George Braziller in association
with the Grey Art Gallery and Study Center, New
York University, [1983]).

Comics
1. See David Kunzle, "Goethe and Caricature: From
Hogarth to Toppfer," Journal of the Warburg and
Courtauld Institutes, 48(1985), pp. 164-88. Profes
sor Kunzle's work, in this article and many others,
has set a new standard of scholarship in this field.
2. Ibid, p. 188.
3. Comics historian Maurice Horn was generous
enough to allow the authors to see an unpublished
paper of his on this subject. For an argument of a
much earlier date, see David Kunzle, The Early Com
ic Strip: Narrative Strips and Picture Stories in the
European Broadsheet from c. 1450 to 1825 (Berke
ley and Los Angeles: University of California Press,
1973). See also Richard Marschall, America's Great
Comic-Strip Artists (New York: Abbeville, 1989).
4. David Kunzle, The History of the Comic Strip: The
Nineteenth Century (Berkeley and Los Angeles: Uni
versity of California Press, 1990).
5. See Clive F. Getty, "Grandville: Opposition Cari
cature and Political Harassment," The Print Collec
tors' Newsletter, 14 (January-February 1984), pp.
197-201.
6. Grandville's transition from caricature to comedy
is essentially the same transformation that gave
Dickens's Pickwick Papers, for instance, its special
shape. It was only after Dickens emancipated him
self from his original illustrator and employer, the
caricaturist Robert Seymour (one of the remaining
pillars of the Gillray/Rowlandson tradition) that he

was able to transcend the simple, sour mockeries of
the first chapters of Pickwick and create a much
deeper and more potent comedy built around the
invention of heightened mythopoeic worlds — Dingley Dell and the Fleet.
For a discussion of Dickens's relations with Sey
mour, see Edgar Johnson, Charles Dickens: His
Tragedy and Triumph (rev. ed., New York: Penguin,
1986).
7. For a discussion of Grandville's key role in remak
ing certain perspective devices for modern art, see
the chapter "Overview: The Flight of the Mind," in
Kirk Varnedoe, A Fine Disregard: What Makes
Modern Art Modern (New York: Harry N. Abrams,
1990).
8. See Michael Hancher, The Tenniel Illustrations to
the 'Alice" Books (Columbus, Ohio: Ohio State
University Press, 1985), pp. 77-79.
9. See John Canemaker's excellent Winsor McCay:
His Life And Art (New York: Abbeville, 1987).
10. For a superb account of Hearst's role in the in
vention of the comic strip and his relationship with
Swinnerton, see Bill Blackbeard, "Max, Maurice,
and Willie: The Saga of a Little Yellow Book,"
Nemo, 2 (August 1983), pp. 48-53.
11. See Canemaker, Winsor McCay, p. 25.
12. Ibid., pp. 161-203.
13. Ibid., p. 211.
14. For a history of Dart's "The Explorigator" and a
more general discussion of the development of fan
tasy comics, see Richard Marschall, "The Exploriga
tor: Dreamship of the Universe," Nemo, 5 (February
1984), pp. 7-21.
15. One may find this error in, for example, Adam
Gopnik, "The Genius of George Herriman," The
New York Review of Books, 33 (December 17,
1986), p. 20.
16. These artists have all been the subject of fine
biographical and analytic essays in Richard Mars
hall's invaluable magazine of comics history.
Nemo. On Jimmy Swinnerton, see Donald Phelps,
"Jimmy and Company," Nemo, 22 (October 1986),
pp. 36-37. For Cliff Sterrett, see Gary Groth, "The
Comic Genius of Cliff Sterrett," Nemo, 1 (June
1983), pp. 21-26. On Tad, see "The Incomparable
Dorgan: Giving the Once-Over to One-of-a-Kind,"
Nemo, 13 (July 1985), pp. 37-56. A compendium
of statements by Bud Fisher and Tad is presented in
John Wheeler, "The Reminiscences of John Wheel
er, Newspaperman," in Nemo, 25 (April 1987), pp.
47-60. An entire issue was devoted to Rube Gold
berg: Nemo, 24 (February 1987).
17. See Wheeler, "The Reminiscences of John
Wheeler, Newspaperman,"
p. 49.
18. For details of the relations between Bud Fisher
and Pancho Villa, see Wheeler, "The Reminiscences
of John Wheeler, Newspaperman," pp. 53-58.
19. Lyonel Feinmger, to his friend Alfred Vance
Churchill, March 1913; cited by Ernst Scheyer in
Lyonel Feininger: Caricature and Fantasy (Detroit:
Wayne State University Press, 1964), p. 133.
20. Gilbert Seldes, The Seven Lively Arts (New York:
Sagamore Press, 1924). See especially the pioneer
ing chapter on Herriman, "The Krazy Kat That
Walks by Himself."
21. The Herriman literature is large and growing.
See Patrick McDonnell, Kevin O'Connell, and Geor
gia Riley de Havenon, Krazy Kat: The Comic Art of
George Herriman (New York: Harry N. Abrams,
1986). See also E. E. Cummings, Introduction to
George Herriman, Krazy Kat (New York: Holt,
1946), pp. 10-16; Umberto Eco, "On Krazy Kat
and Peanuts," trans. William Weaver, The New York
Review of Books, 32 (June 13, 1985), pp. 16-17;
Franklin Rosemont, "Surrealism in the Comics I:
Krazy Kat," in Paul Buhle, ed., Popular Culture in
America (Minneapolis: University of Minnesota
Press, 1987); and Gopnik, "The Genius of George
Herriman."
22. For Herriman's early years, see Bill Blackbeard,
"The Forgotten Years of George Herriman," Nemo,
1 (June 1983), pp. 50-60.

23. See W. H. Auden, "Dingley Dell and The Fleet,"
in Auden, The Dyer's Hand (London: Faber & Faber,
1963).
24. See Mikhail Mikhai'lovich Bakhtin, Rabelais and
His World, trans. Helene Iswolsky (Cambridge,
Mass.: MIT Press, 1968).
25. See Marschall, America's Great Comic-Strip
Artists, p. 118.
26. Joan Miro, "Sur le carnaval d'Arleguin," Verve,
4(1939), p. 85.
27. Joan Miro, quoted in Robert Hughes, The Shock
of the New (New York: Alfred A. Knopf, 1981), p.
235.
28. See Joan Miro: Carnets Catalans, dessins et
textes inedits, ed. Gaeten Picon (Geneva: Editions
Albert Skira, 1976), p. 72. The authors are grateful
to Robert Rosenblum for bringing this drawing to
their attention. See Rosenblum's discussion of it in
The Dog in Art (New York: Harry N. Abrams, 1988),
pp. 83-86.
29. See Johan Huizinga, Homo Ludens: A Study of
the Play Element in Culture ([1938]; rpt., New York:
Harper & Row, 1970).
30. Ibid., pp. 190, 191.
31. See Phyllis Tuchman, "Guernica and Guernica,"
Artforum, 21 (April 1983), pp. 44-51.
32. See E. H. Gombrich, "Imagery and Art in the
Romantic Period," Burlington Magazine, 191 (June
1949), pp. 153-58; reprinted in Gombrich, "Medi
tations on a Hobby Horse" and Other Essayson the
Theory of Art {London: Phaidon, 1963).
33. See Antonio Martin, Historia del comic espahol,
1875-1939
(Barcelona: Editorial Gustavo Gili,
1978).
34. For a good overview of the history of the comic
book, see Michael Barrier and Martin Williams, eds.,
A Smithsonian Book of Comic-Book Comics (Wash
ington, D.C.: Smithsonian Institution Press; New
York: Harry N. Abrams, 1977).
35. On the work of Jerry Siegel and Joe Shuster, see
Richard Marschall, "Of Superman and Kids with
Dreams," Nemo, 2 (August 1983), pp. 6-12,
14-28.
36. On Chester Gould, see Bill Crouch, ed., Dick
Tracy,America's Most Famous Detective (Secaucus,
N.J.: Citadel Press, 1987). See also Nemo, 17 (Feb
ruary 1985), a special issue devoted to Gould, in
cluding Max Allan Collin's interview, "Bringing in
the Reward," pp. 7-22.
37. See the conversation recorded between Floyd
Gottfredson and Carl Barks (who drew the Donald
Duck comic books), reprinted as "A Century's
Worth of Disney Memories," Nemo, 17 (June
1984), pp. 12-15.
38. See Clement Greenberg, "Avant-Garde and
Kitsch," Partisan Review, 6 (Fall 1939), pp. 34-49;
reprinted in Greenberg, Art and Culture: Critical Es
says (Boston: Beacon Press, 1961). See also Robert
Storr's essay on Greenberg, titled "No Joy in Mudville," in Kirk Varnedoe and Adam Gopnik, eds.,
Modern Art and Popular Culture: Readings in High
and Low (New York: The Museum of Modern Art
and Harry N. Abrams, 1990).
39. For a history of William Gaines and E.C. Comics,
see James Van Hise, The E.C. Comics Story (Canoga
Park, Calif. : Psi Ei Movie Press, 1987). See also Bar
rier and Williams, eds., A Smithsonian Book of Com
ic-Book Comics, pp. 295-98.
40. See Fredric Wertham, The Seduction of the In
nocent (New York: Rinehart, 1954). See also United
States Senate, Judiciary Committee, Juvenile Delin
quency (Comic Books): Hearings Before the Sub
committee to Investigate Juvenile Delinquency of
the Committee on the Judiciary— United States
Senate, 83rd Congress, Second Session, April 21,
22, and June 4, 1954 (Washington, D.C.: U.S. Gov
ernment Printing Office, 1954). For a contempora
neous assessment of the weaknesses and prejudices
of Wertham's argument, see Frederick M. Thrasher,
"The Comics and Delinquency: Cause or Scape
goat?,"
Journal of Educational Sociology, 23
(1949), pp. 195-205; see also Robert Warshow's

1954 essay "Paul, the Horror Comics and Dr.
Wertham," reprinted in The Immediate Experience
(New York: Doubleday, 1962). Both authors con
clude that no correlation between aggressive be
havior and the reading of comic books could ever
be seriously adduced, and that Wertham's methods
and conclusions were unsound.
The recent past has witnessed a similar campaign,
undertaken by The Parents' Music Resource Center,
which, under the direction of the wives of promi
nent politicians, claimed that listening to certain
rock songs led to rape, suicide, preoccupation with
the occult, and various forms of sexual misconduct.
41 . Cited in The Fredric Wertham Collection: Gift of
His Wife Hesketh, exh. cat. (Cambridge, Mass.:
Busch-Reisinger Museum,
Harvard University,
1990), p. 18.
42. Ibid.
43. Ibid., p. 12.
44. On Hamlin's Alley Oop, see Rick Norwood,
"King of the Jungle Jive," Nemo, 6 (April 1984), pp.
39-49.
45. See Pontus Hulten and Bjom Springfeldt, Oyvind Fahlstrom, exh. cat. (Paris: Musee National
d'Art Moderne, Centre Georges Pompidou, 1980).
See also, Oyvind Fahlstrom, exh. cat. (New York:
Solomon R. Guggenheim Museum, 1982).
46. See Harold Rosenberg, Saul Steinberg (New
York: Alfred A. Knopf, 1975). See also Adam Gop
nik, Saul Steinberg's Gift, exh. cat. (New York: The
Pace Gallery, 1987).
47. On Jess,see Madeleine Burnside, Jess, exh. cat.
(New York: Odyssia Gallery, 1989). See also Michael
Auping, Jess: Paste Ups (and Assemblies), 19511983, exh. cat (Sarasota, Fla.: John and Mable
Ringling Museum of Art, 1983).
48. Irv Novick, conversation with the authors, June
1989.
49. See Real Love: The Best of the Simon and Kirby
Romance Comics, 1940s- 1950s, ed. Richard
Howell (Forestville, Calif.: Eclipse Books, 1988); and
Bruce Bailey, "An Inquiry into Love Comic Books:
The Token Evolution of a Popular Genre," Journal of
Popular Culture, 10 (Summer 1976), pp. 245-48.
50. John Romita, conversation with the authors,
June 1989.
51. Ibid.
52. See John Coplans, "Interview: Roy Lichtenstein" (1970), in Coplans, ed., Roy Lichtenstein
(New York: Praeger, 1972).
53. Conversation with John Romita. See also Stan
Lee, The Origins of Marvel Comics (New York: Si
mon & Schuster, 1974).
54. On Oldenburg and Mickey, see Coosje van
Bruggen, Claes Oldenburg: Mouse Museum/RayGun Wing, exh. cat. (Cologne: Museum Ludwig,
1979); and Barbara Rose, Claes Oldenburg, exh.
cat. (New York: The Museum of Modern Art,
1970).
55. For varying accounts of the origin and develop
ment of Mickey Mouse, see Robert D. Field, The Art
of Walt Disney (New York: Macmillan, 1942), pp.
31-39; Christopher Finch, The Art of Walt Disney:
From Mickey Mouse to Magic Kingdom (New York :
Harry N. Abrams, 1973), pp. 49-65; and Bob
Thomas, Walt Disney, an American Original (New
York: Simon & Schuster, 1976), pp. 88-89. For an
intelligent and purely schematic treatment of the
stylistic evolution of Mickey Mouse, see Stephen Jay
Gould, "This View of Life: Mickey Mouse Meets
Konrad Lorenz," Natural History, 88 (May 1979),
pp. 30, 32, 34, 36.
56. See Richard Schickel, The Disney Version: The
Life, Times, Art and Commerce of Walt Disney (New
York: Simon & Schuster, 1968), pp. 113-14.
57. The spare, uncluttered look perfected by Gott
fredson may be due in great part to the intervention
of Disney himself, who was known to have written
to the artist, enclosing copies of his work and a note
saying, "There's too damn much junk in this strip."
See Thomas, Walt Disney, p. 107.
58. See Germano Celant, II corso del coltello/The

Course of the Knife: Claes Oldenburg, Coosje van
Bruggen, Frank O. Gehry, ed. David Frankel (New
York: Rizzoli, 1986).
59. On Harvey Kurtzman, William Gaines, and Mad
magazine, see Frank Jacobs, The Mad World of Wil
liam F. Gaines (Secaucus, N.J.: Lyle Stuart, 1972);
and Glen Bray, The Illustrated Harvey Kurtzman In
dex (Sylmar, Calif.: Glen Bray, 1976).
60. See Paul Goodman, Growing Up Absurd: Prob
lems of Youth in the Organized System (New York:
Random House, 1960).
61. The literature on Crumb is surprisingly large.
See The Complete Crumb Comics, 4 vols., ed. Gary
Groth and Robert Fiore, with introductory essays by
Marty Pahls (vols. 1-3, Westlake Village, Calif: Fantagraphics Press, 1987-89), and by Robert Crumb
(vol. 4, Seattle, Wash.: Fantagraphics Press, 1989).
(Owing to Pahls's death, Crumb wrote the introduc
tion to the most recent volume himself.) See also
Harvey Pekar, "Rapping About Cartoonists, Particu
larly Robert Crumb," The Journal of Popular Cul
ture, 3 (Spring 1970), pp. 677-88. For the most
incisive account, see Gary Groth's marathon inter
view, "The Straight Dope from R. Crumb," Comics
Journal, 121 (April 1988), pp. 48-120.
On the general background of the development
of the underground comic, see Clinton R. Sanders,
"Icons of Alternate Culture: The Themes and Func
tions of Underground Comics," The Journal of Pop
ular Culture, 8 (Spring 1975), pp. 836-52; and M. J.
Estren, A History of Underground Comics (2nd ed.,
Berkeley: Ronin Publishing, 1986).
62. Robert Crumb, Sketchbook: November 1983
to April 7987 (Frankfurt: Zweitausendeins, 1988),
pp. 336-38.
63. "The Straight Dope from R. Crumb," p. 50.
64. Ibid., p. 67.
65. Crumb, Sketchbook, p. 215. The entire entry
reads: "Message to Myself: don't let what happened
TO HARVEYKURTZMANHAPPENTO YOU!! ESCAPE! Run

away! Break out! Go Crazy! Do something desper
ate! Think about it. . . Invent a strategy for yourself
. . . Don't throw your life away . . . Hold on . . . Fight
back! Survive!!... I can't... It's too hard... Sob
whimper
"
66. Robert Crumb, Introduction to The Complete
Crumb Comics, vol. 4, p. viii.
67. Ibid.
68. Fredric Wertham, The World of Fanzines: A
Special Form of Communication (Carbondale and
Edwardsville, III.: Southern Illinois University Press,
1973), p. 130.
69. Crumb, Sketchbook.
70. Quoted in Musa Mayer, Night Studio: A Mem
oir of Philip Guston (New York: Alfred A. Knopf,
1988), p. 170.
71 . For the best discussion of late Guston, see Rob
ert Storr, Philip Guston, Modern Masters series
(New York: Abbeville, 1986). See also Dore Ashton,
Yes, But. . .A Critical Study of Philip Guston (New
York: Viking, 1976).
72. Storr, Philip Guston, p. 64.
73. Storr, "No Joy in Mudville."
74. Storr, Philip Guston, p. 99.
75. David McKee, Guston's dealer at that time, in
conversation with the authors, October 1989.
76. Robert Crumb, conversation with the authors.
May 1989.

Advertising
1. Robert Hughes, "Memories Scaled and Scram
bled," Time, August 11, 1986, p. 69.
2. Theophraste Renaudaot is credited with the first
newspaper, and newspaper ad, in 1631 ; see Daniel
Pope, "French Advertising Men and the American
'Promised Land,"' Historical Reflections, 5 (Summer
1978), pp. 121 -22. In 17 15 the first poster with an
illustration appeared in Paris, and six years later a
law was passed (the law of October 29, 1721) to
limit the number of licensed poster-mounters in the
city to forty; see La Grande Encyclopedie (Paris:

H. Lamitault & Cie, 1890), p. 687.
3. In 1791 a law was passed requiring all those in
volved in printing and posting a notice to affix their
signatures to it; the same law reserved for the gov
ernment the exclusive use of black print on white
paper (all other notices had to be printed on colored
paper, a requirement that continued through the
nineteenth century); see Claude Bellanger, Jacques
Godacat, Pierre Guival, and Fernand Terron, eds.,
Histoire generate de la presse franqaise (Paris:
Presses Universitaires de France, 1973), vol. 3, pp.
13-14.
In 1817, after the return of private industry, a law
was passed allowing the government to receive rev
enue benefits, via stamp tax, on posters; see Alain
Weill, L'Affiche franqaise (Paris: Presses Universi
taires de France, 1982), p. 24.
4. The law of April 28, 1816 (annulled in 1818), first
made it obligatory for posters to be printed only on
paper having a stamp from the authority which gov
erned posters. Taxation by stamp on posters re
mained high until the law of July 18, 1866. See "Le
Regime fiscal de I'affichage, son evolution ainsi que
les taxes actuelles," La Publicite, 24 (February 1927),
p. 61.
5. The story of the LU cookie is an instructive cap
sule history of business in the Second Empire. In
1846, Jean Romain Lefevre arrived in the port city of
Nantes and began a pastry shop specializing in the
kind of sweet cookies known as biscuits de Reims.
The business grew, and in 1860, after one of the
sons, Louis Lefevre, had bought the business from
his family, he incorporated under the name LefevreUtile. When Louis took over, the French were heavy
importers of English biscuits, and he determined to
cut into the market of this foreign industry (which,
he noticed, was drawing a great deal of its raw ma
terial, in butter and refined sugar, from his own re
gion). The new factory he opened in 1855 used the
latest English machinery and produced a whole new
range of cookie types. The one that soon dominat
ed the line was the petit beurre, for which Louis had
himself designed a special crenulated cookie mold,
with the firm's initials, L.U., pressed into the prod
uct. The recipe and form of this product have re
mained unchanged since then. The ornate typeface
Louis used on the cookie itself was not the bold,
simple, sans-serif face used in the company's ads;
the simple LU mark, redesigned several times (as, for
example, by Raymond Loewy in 1957) still maintains
that original style. See Daniel Cauzard, Jean Perret,
and Yves Ronin, Images de margues, margues da
mages (Pans: Ramsay, 1989), pp. 90-94.
6. "Le Regime fiscal de I'affichage", p. 61
7. See Michael Barry Miller, The Bon Marche: Bour
geois Culture and the Department Store, 18691920 (Princeton, N.J.: Princeton University Press,
1981). See also Rosalind H. Williams, Dream
Worlds: Mass Consumption in Late Nineteenth
Century France (Berkeley: University of California
Press, 1982), especially pp. 67-68, on the Bon
Marche as the inspiration for Zola's Au bonheur des
dames. The founding editor of the French advertis
ing journal La Publicite, D. C. A. Hemet, wrote in
1910 that "Among the most incontrovertible
causes of the progress of advertising, we have to
cite the department stores, which form one of the
characteristic traits of modern societies, and where
the amount and the rapidity of transactions are an
indispensable element of success.They gave birth to
ads of a new kind, for example the announcement
of weeks specially consecrated to a type of object,
or of exceptional days, reduced-price sales, exhi
bitions of merchandise offered at determined
prices
The public has gotten used to advertising,
it waits on it and counts on it to become informed
about what it calls 'opportunities' [occasions]" ("La
Reclame appreciee par les economistes," La Publi
cite, 8 [October 1910], pp. 417-18).
Purchase by credit, a crucial adjunct to this new
structure of shopping, is also evident in the Dufayel
ads in the later photos. Georges Dufayel's scheme

to facilitate purchase on an installment plan, begun
in the 1870s in a chain of household-goods stores
across France, was centered at the turn of the cen
tury in an immense emporium in Paris, complete
with a movie theater and other sideshow attrac
tions; see Williams, Dream Worlds, pp. 93-94.
8. Dictionnaire de I Industrie et des arts industri
es (Pans: Librarie des Dictionnaires, 1881), vol. 1,
p. 69.
9. Paul Bernelle, Des restrictions apportees depuis
1881 a la liberte de I'affichage (Paris: Arthur Rous
seau, 1912), pp. 25-27.
10. For the history of the development of trade
marks for Uneeda biscuits, Ivory Soap, and Quaker
Oats, and the general shift to pre-packaged goods,
see Susan Strasser, Satisfaction Guaranteed: The
Making of the American Mass Market (New York:
Pantheon Books, 1989), especially pp. 47-48, 78,
118-19. See also Daniel Pope, The Making of
American Advertising (New York: Basic Books,
1983), pp. 48-49.
11. For articles touting or criticizing the poster as
the dominant ad form in France, see "The Lay of the
Market in France," Printers' Ink, September 20,
1917, pp. 85-87; Pope, "French Advertising Men
and the American 'Promised Land'"; and "Une
Technique scientifique de I'affiche," La Publicite, 25
(January 1928), pp. 967-70.
12. See Phillip Dennis Cate, The Color Revolution:
Color Lithography in France, 1890-1900 (Santa
Barbara, Calif., and Salt Lake City, Utah: Peregine
Smith, 1978), pp. 3-5.
13. Ibid., pp. 1-6.
14. See Ambroise Vollard, Recollections of a Picture
Dealer, trans. Biolet M. MacDonald ([1936]; rpt.,
New York: Dover Publications, 1978); Una E. John
son, Ambroise Vollard, Editeur: Prints, Books,
Bronzes, exh. cat. ([1944]; rev. ed., New York: The
Museum of Modern Art, 1977). On the develop
ment of posters and their increasing appeal to col
lectors, see Philip Dennis Cate, ed., The Graphic Arts
and French Society, 1871-1914 (New Brunswick,
N.J.: Rutgers University Press, 1988).
15. Maurice Talmeyr, "L'Age de I'affiche," Revue
des deux mondes, 137 (September 1896), pp.
201-06.
16. Ibid., pp. 208-09.
17. Ibid., p. 212.
18. Ibid., p. 202.
19. "Georges Seurat," La Societe nouvelle, 7
(1891), p. 434, quoted in Robert L. Herbert, "Seurat
and Jules Cheret," The Art Bulletin, 40 (June 1958),
p. 157.
20. Herbert (ibid., n. 6, p. 157) cites this informa
tion from unpublished correspondence between
Madeleine Knobloch, Seurat's common-law wife,
and the painter Paul Signac.
21. Ibid., p. 158.
22. See Robert L. and Eugenie W. Herbert, "Artists
and Anarchism: Unpublished Letters of Pissarro,
Signac, and Others," Burlington Magazine, 102
(November 1960), pp. 473-82.
23. See Camille Mauclair, Jutes Cheret (Paris: Mau
rice Le Garrec, 1930), especially chapters 2
("L'Affiche et I'historien de Paris") and 7 ("Le Dessin
et la couleur"). See also Felix H. Man, "Lithography
in Colour," in Man, Artists' Lithographs (New York:
G. P. Putnam's Sons, 1970); and Jane Abdy, The
French Poster: Cheret to Cappiello (London: Studio
Vista, 1969), pp. 28-32.
24. See Robert L. Herbert, "Parade de cirque de
Seurat et I'esthetique scientifique de Charles Hen
ry," Revue de I'art, 50 (1980), pp. 9-23.
25. See William Innes Homer, Seurat and the Sci
ence of Painting (Cambridge, Mass.: MIT Press,
1964), pp. 188-217. See also Henri Dorra, "Charles
Henry's 'Scientific' Aesthetic," Gazette des beauxarts, 73 (1969), pp. 81-94.
26. There are, of course, other possible sources for
the rhythmic repetition in the chorus line of Le Chahut. Staggered lines of legs in parallel, as a protocinematic formula for motion, can be found at least

as far back as the Parthenon frieze, which we know
Seurat admired, and even earlier in Assyrian relief
sculpture. Moreover, in Seurat's day, the physiolo
gist Etienne-Jules Marey was pursuing chronophotographic documentation of figures in motion,
which resulted in multiple-image photographs with
distinct repetitive structures. Degas, too, had begun
to work with images of dancers in which several
figures seemed to move in parallel, one to another.
For a consideration of such structures of repetition
in the 1880s and 1890s, see the chapter on "Frag
mentation and Repetition" in Kirk Varnedoe, A Fine
Disregard: What Makes Modern Art Modern (New
York: Harry N. Abrams, 1990). The possible connec
tion of Le Chahut to repetitive posting is one of
many instances in which advertising practices may
have made immediately available to an artist, in sim
plified or degraded form, a visual device that had
been a part of art for ages.
27. Seurat's enthusiasm for laws of the kind Henry
proposed finds echoes in books like Henry Foster
Adams's Advertising and Its Mental Laws of 1916.
As Ann Uhry Adams explains in "From Simplicity
to Sensation: Art in American Advertising, 19041929" (The Journal of Popular Culture, 10 [Winter
1976], p. 624), Adams broke down all aspects of
composition into analyzable parts, and maintained
that ad artists could, through science, learn to
arouse any human sensation. See also Jules Lallemand, "Une Experience cruciale de la 'suggestion'
publicitaire," La Publicite, 18 (February 1921), pp.
23-25; and M. Igert, "Une Technique scientifique
de I'affiche," La Publicite, 25 (January 1928), pp.
967-70.
28. Norma Broude, "New Light on Seurat's Dot: Its
Relation to Photo-Mechanical Printing in France in
the 1880s," Art Bulletin, 56 (December 1974), pp.
581-89.
29. Vincent van Gogh, letter to Theo van Gogh,
January 28, 1889, in The Complete Letters of Vin
cent van Gogh (Boston: New York Graphic Society,
1978), vol. 3, p. 129.
30. See Pope, "French Advertising Men and the
American 'Promised Land,"' p. 130.
31. "Until a few years ago the advertising-agency
situation was in bad shape. Such agencies as existed
were space brokers pure and simple, with never a
thought of such things as writing copy, carrying on
merchandising investigations, or laying out cam
paigns" ("The Lay of the Market in France," Print
ers' Ink, September 20, 1917, p. 86).
Daniel Pope explains that the innovation of the
Compagnie Generale des Annonces was regarded
as a "mixed blessing" by advertising men of the ear
ly twentieth century. Newspapers that had leased
their space to such brokers were more costly than
others that sold space without a middleman, and
had less incentive to make their ad pages more lively
as a way of pleasing customers. Even as late as the
period between the two world wars, the specter of
monopolization lingered, as the five major daily
newspapers in Paris persisted in the attempt to "cartelize" the market for their space— a phenomenon
Pope sees as typical of French "economic Malthusianism, a propensity to seek stability and avoid risks
at the expense of potential profit and growth"
(Pope, "French Advertising Men and the American
'Promised Land,"' pp. 122-23).
32. On the French response to these developments,
see D. C. A. Hemet, "La Reclame appreciee par
les economistes," La Publicite, 8 (October 1910),
p. 418.
33. The founder of the French trade journal La Pub
licite, D. C. A. Hemet, said in 1907 that "advertising
these days is almost exclusively pharmaceutical or
medical" (La Publicite moderne, 3 [September
1907], p. 1, cited in Pope, "French Advertising Men
and the American 'Promised Land,"' p. 131). The
American counterpart magazine, Printers' Ink, still
reported in 1917 that "the patent-medicine busi
ness is by far the heaviest class of advertising in the
French press" ("The Lay of the Market in France," p.

L3

>
o
<

421

^
iTi
^
o

422

86). As late as 1938, thirty percent of the ads in
France still promoted pharmaceuticals, according to
Pope (pp. 130-31).
34. Pope, "French Advertising Men and the Ameri
can 'Promised Land,'" pp. 130-31.
35. For a French lament over the poor reputation of
advertising in France, and the greater success of the
Americans in gaining public acceptance, see
Edouard Dupont, "Les Deux Methodes, New-York
et Paris," La Publicite moderne, 2 (September
1906), pp. 1-3.
36. See Merle Curti, "The Changing Concept of
'Human Nature' in the Literature of American Ad
vertising," Business History Review, 61 (Winter
1967), pp. 335-57, especially the section titled
"The Dominant Rationalistic Image of Man Chal
lenged, 1890-1910," pp. 337-45.
37. For a symptomatic discussion of "moderniza
tion" in poster art, see "Les Murs de France," La
Publicite, 17 (December 1919), pp. 445-46: "We
can conclude that posters with modern tendencies
simple, fresh, and colored — are also the most
economical and the most profitable for him who
makes the announcement." See also the late exam
ple, still devoted to Cappiello, by M. Igert, of the
Psychology Laboratory of Braqueville, titled "Une
Technique scientifique de I'affiche" (note 27).
38. For the dog Nipper and the White Rock Girl, see
"How Trade Marks Originate," Printers' Ink, Sep
tember 5, 1935, pp. 61-69. The genealogy of Mr.
Peanut can be found in Modern Packaging, 23 (Au
gust 1950), pp. 78-80.
39. For the speech in which the phrase was initially
used, see M. A. Michelin, De la velocipedie et des
progres gue le bandage pneumatigue lui a permls
de realiser (Paris: Memoires de la Societe des Ingenieurs Civils de France, 1893), p. 19.
40. "Phrases et personnages types," La Publicite
moderne, 2 (October-November 1906), pp. 9-1 6. 1
am also greatly indebted to M. d'Arpiany of the Mi
chelin corporation for his invaluable assistance in
reassembling the intricate history of the formation
of the firm and its early advertising campaigns.
41 . On Michelin's interest in the formation of an air
army, and hence the company's sponsorship of the
aerial-bombing contests, see the chapter titled
"Words."
42. See Alain Jemain, Michelin: Un Siecle de secrets
(Paris: Calmann-Levy, 1982).
43. The use of Latin here suggests a moment when
it seemed that the classical culture men like Delaunay had acquired in the traditional French educa
tional system might be compatible with, not
threatened by, the advent of commerce's mass ap
peals. As with the name Bibendum, the phenom
enon on view here seems to be that of the
unexpected new public life given to a "dead" lan
guage, or an ossified elite culture, by the appropri
ations of advertising.
The phrase societe construction aeroplane, be
neath astra, is treated in Cubist fashion, with the
elimination of parts of each word. As for the rela
tion between Delaunay's painting and the contem
poraneous experiments of Picassoand Braque with
papiers colles, it seems entirely likely that the seg
mented al at the left edge of the painting may echo
the frequent recurrence of the last letters of the
masthead of Le Journal — nal, al, and so on — in the
Cubist works.
44. The international emphasis may also include
the plane above. In another painting, titled Homage
to Bleriot, Delaunay featured the monoplane the
Frenchman used in his Channel flight. In the present
work, however, he clearly shows a biplane, closer in
type to that used by the Wright brothers, who were
singular heroes in the French imagination.
45. The image of the rugby team is taken from a
photograph in a news clipping, which was preserved among Delaunay's belongings. See Gustav
Vriesen and Max Imdahl, Robert Delaunay: Light
and Color (New York: Harry N. Abrams, 1967),

p. 55.

46. On the background of nationalist and vitalist
ideals leading toward the institution of the first
modern Olympics in 1896, see Richard D. Mandell,
The First Modern Olympics (Berkeley and Los Angel
es: University of California Press, 1976). See also
Delaunay und Deutschland, exh. cat. (Munich:
Staatsgalerie Moderner Kunst, 1986), pp. 373, 381 .
47. For an account of the competition to cross the
Channel, and the role of the Daily Mail and Le Mat
in, see Henry Serrano Villard, Contact! The Story of
the Early Birds (Washington, D.C.: Smithsonian In
stitution Press, 1987), pp. 62-73. Aviators, like pro
fessional athletes today, were also sought after to
endorse products in ads; that vogue for using air
planes and aviators to sell was already widespread,
and open to much criticism, by 1909; see G. Espinadel, "L'Art et ses inconvenients," La Publicite mo
derne, 2 (December 1906), p. 492.
48. This version is in the Stedelijk van Abbemuseum, Eindhoven. In a drawing for the painting, in
the Musee National d'Art Moderne, Centre
Georges Pompidou, the same wall bears the ubiqui
tous dufayel (see note 7, above)..
49. V. L. Bocjanovkij, "Cto takoe futuristy," Novoe
Slovo, 12 (1913), p. 57. Many thanks to Professor
Radu Stern for this reference.
50. "Industry and commerce, pulled into a wild
race of competition, were the first to lay a heavy
hand on anything that could make an attraction.
They admirably sensed that a shop window, a de
partment store, must be a spectacle. They had the
idea of creating an enveloping, pressing atmo
sphere, using only the objects at their disposi
tion
Crushed by the enormous mise-en-scene of
life, what is there to do for the artist who wants to
conquer his public? A single opportunity remains for
him to pursue: to raise himself up to the level of
beauty in considering everything that surrounds him
as raw material, to choose in the turbulence that
rolls under his eyes, the possible plastic and scenic
values, to interpret them in the sense of a spectacle,
to arrive at a scenic unity and to dominate at any
cost
He has to invent, cost what it will
Life
today never adapts, it creates; every morning, non
stop, good or bad, but it invents. If adaptation is admissable from the point of view of theater, it is not
from the point of view of spectacle." Fernand Leger,
"Le Spectacle: Lumiere, couleurs, images mobiles,
objet-spectacle" (1924); reprinted in Leger, Fonctions de la pelnture (Paris: Editions Gonthier, 1965),
pp. 132-33.
51 . See Guy Debord, La Societe du spectacle (Paris:
Buchet & Chastel, 1967). See also T. J. Clark, The
Painting of Modern Life: Paris in the Art of Manet
and His Followers (New York: Alfred A. Knopf,
1984).
52. France passed national laws regarding posting
in 1887, 1902, 1906, and again in 1910, each al
lowing the prefect of the Seine to delimit excessive
posting in Paris. Prefectural edicts in 1902 and 1908
explicitly prohibited posting on a designated list of
protected sites and monuments. See "Les Abus de
I'affichage," La Publicite, 21 (December 1923), p.
799. See also Bernelle, Des restrictions apportees
depuis 1881, pp. 158-60. For a thorough history of
French law concerning posting in the suburbs and
countryside, see Roland Engerand, "La Lepre des
routes," L'lllustration, September 6, 1930, pp. 6-8.
53. The 1906 law protecting natural sites from bill
boards is discussed in Bernelle, Des restrictions ap
portees depuis 1881, p. 158. For a reaction to the
1910 law, and a call to have it extended within Par
is, see the article by the anti-poster activist Charles
Beauquier (president of the Society for the Protec
tion of the Landscape), "L'Affiche, voila I'ennemie,"
La Publicite, 9 (May 191 1), pp. 149, 151.
54. P. Raveau, "La Guerre a I'affiche," La Publicite,
9 (December 1911), pp. 149-50.
55. Bernelle, Des restrictions apportees depuis
1881, pp. 155-77.
56. Ibid., p. 175.
57. "Les Abus de I'affichage," p. 799.

58. "Notes et echos," La Publicite, 12 (JanuaryFebruary 1914), pp. 57-58.
59. England's advertising regulation act of 1907
had given local authorities the right to forbid posters
that spoiled the landscape; laws of 1902 and 1907
in Prussia, and 1909 in Saxony, put posting on cer
tain sites under the control of police or other local
administrators. See Hemet, "La Reclame appreciee
par les economistes," p. 418.
60. "The Forward Movement in Poster Advertis
ing," Advertising and Selling, 23 (July 1913), p. 36.
61. For a French reaction to this law of September
1, 1911, see "La Guerre aux affiches," La Publicite,
9 (November-December 191 1), p. 427.
62. See Code of Ordinances of the City of New
York, ed. Arthur F. Cosby (New York: Banks Law
Publishing, 1913), pp. 257-58.
63. See the commission's report of August 1, 1913,
titled The Mayor's Billboard Advertising Commission
(New York, 1913). See also The Billboard Nuisance
in New York City, pamphlet no. 1 (Washington,
D.C.: Division of Municipal Art, Council of National
Advisors, National Highway Association, 1916).
64. "Naturally, to find in this rupture of everything
that habit has entrenched, a motive for a new picto
rial harmony and a plastic means of life and move
ment, required an artistic sensibility that stays
always ahead of the normal visual [sensibility] of the
crowd.
"In the same way, modern means of locomotion
have completely upset relationships that had been
known for an eternity. Before them, a landscape
was a value in itself, that a white, dead road crossed
without changing anything in the surroundings.
"Now, trains and cars, with their mixture of
smoke and dust, take all the dynamism for them
selves, and the landscape becomes secondary and
decorative.
"Posters on the walls, [and] illuminated signs are
of the same order of ideas" (Fernand Leger, "Les
Realisations picturales actuelles," a talk given at the
Academie Wassilieff in 1914, originally published in
Soirees de Paris in 1914, reprinted in Leger, Fonctions de la peinture, pp. 21-22).
65. Robert Rosenblum explored the possibility of a
sexual reference in the words trou ici ("hole here"),
inserted in the cutout opening in the lower center of
the work and perhaps referring to the genitalia of
the woman who is shown above them. See Rosenb
lum, "Picasso and the Typography of Cubism," in
Roland Penrose and John Golding, eds., Picasso in
Retrospect (New York and Washington: Praeger,
1973), p. 53.
66. See the catalogue Manufacture Franqaise
d'Armes et Cycles de Saint-Etienne (1913), p. 448.
This resemblance was first pointed out by Michel
Sanouillet in "Marcel Duchamp and the French In
tellectual Tradition," in Anne d'Harnoncourt and
Kynaston McShine, eds., Marcel Duchamp, exh. cat.
(New York: The Museum of Modern Art; Philadel
phia: Philadelphia Museum of Art, 1973), p. 53.
67. Katherine Kuh, "Marcel Duchamp," in Kuh,
The Artist's Voice: Talks with Seventeen Artists
(New York: Harper & Row, 1962), p. 83.
68. See the facsimiles of Duchamp's 1914 notes for
the Large Glass printed in Marcel Duchamp: Notes,
ed. and trans. Paul Matisse (Boston: G. K. Hall &
Co., 1983), nos. 47-166. For a thorough analysis of
the "program" of sexual encounters Duchamp con
ceived as the subject of the Glass, see George Heard
Hamilton, "The Large Glass," in d'Harnoncourt and
McShine, Marcel Duchamp.
69. E[dward] V[erral] L[ucas] and G[eorge] M[orris],
What a Life! ([1911]; rpt., with an Introduction by
John Ashberry, New York: Dover Publications,
1975).
70. Ashberry (Introduction to What a Life!, pp.
v-xii), discusses this aspect of the cliche and gives a
persuasive reading of the larger import of the satire
for Lucas.
71 . Pages from the book were shown in the exhibi
tion "Fantastic Art, Dada, and Surrealism" at The

Museum of Modern Art, New York, in 1936. See
Alfred H. Barr,Jr.,FantasticArt, Dada,and Surreal
ism, exh. cat. ([1936]; rpt., New York: The Museum
of Modern Art, 1946), p. 109. See also Ashberry,
ibid., pp. v-vi.
72. SeeDavidSteel, "Surrealism,Literatureof Ad
vertisingand the Advertisingof Literaturein France,
1910-1930," French Studies, 41 (July 1987), p.
287.
73. See Dawn Ades, Photomontage (London:
Thames& Fludson,1976). Seealso Robert A. Sobieszek,"Composite Imagery and the Origins of
Photomontage,"Artforum, 17 (September1978),
pp. 58-65, (October 1978), pp. 40-45. For con
temporaneousadviceto admen on montage tech
nique, see "Making PracticalUse of the Cutout,"
Advertising and Selling, 24 (January 1915), pp.
9-10. FlannahHoch told an interviewer that she
and her friends got the idea for photomontage
from a trick used by the Prussianarmed forces, of
setting photo portraits into holesmade in prepared
prints of cavalrytroops; see FlannahHoch, inter
viewed by EdouardRoditi, in Lucy R. Lippard,ed.,
Dadason Art (EnglewoodCliffs, N.J.: PrenticeHall,
1971),p. 73.
74. "Yes, our whole purposewas to integrate ob
jectsfrom the world of machinesand industryin the
world of art. Our typographicalcollagesor mon
tagesset out to achievethis by imposing,on some
thing which could only be produced by hand, the
appearancesof something that had been entirely
composedby a machine; in an imaginativecompo
sition, we used to bring together elements bor
rowed from books,newspapers,posters,or leaflets,
in an arrangementthat no machinecould yet com
pose" (Floch,in Lippard,ed., Dadason Art, p. 73).
75. Max Ernst, "Au-dela de la peinture," Cahiers
d'art, nos. 6, 7 (1936), pp. 169-70.
76. See Werner Spies,Max Ernst: Collagen,exh.
cat. (Cologne: Dumont, 1988), p. 29.
77. Ibid., pp. 58-59.
78. Fora considerationof Picabiain the largercon
text,of the sexualizationof the automobile in the
modern imagination, seeAutomobile and Culture,
exh. cat. (Los Angeles: Los Angeles Museum of
ContemporaryArt, 1984).
79. On the Dadaists'fascinationfor drafting-style
execution, see Molly Nesbit, "Ready-MadeOrigi
nals: The DuchampModel," October,37 (Summer
1986),pp. 53-64.
80. The advertisementscould have been culled
from any number of Americanmagazines.TheSat
urday Evening Post, however, is the most likely
source.
81. SeeWillard Bohn, "Apollinaire and de Chirico:
The Making of the Mannekins," ComparativeLit
erature,27 (1975), pp. 153-65.
82. SeeArturo Schwarz,The Complete Works of
Marcel Duchamp (New York: Harry N. Abrams,
1969),p. 521.
83. As an adjective applying to mass-produced
wares, especiallyclothing, "ready-made" dates to
the eighteenthcentury.As a noun, the word was in
use long before 1900. SeeThe Oxford EnglishDic
tionary, prepared by J. A. Simpsonand E. S. C.
Weiner(Oxford: ClarendonPress,1989),vol. 13, p.
270.
84. William A. Camfield, Marcel Duchamp: Foun
tain (Houston: The Menil Collection, 1989).
85. Seethe interviewwith Duchampin Otto Hahn,
"PassportNo. G255300," Art and Artists, 1 (July
1966),p. 10.
86. Duchamp'sremarkson Dadaaesthetics,made
in responseto Pierre Cabanne'squestion on the
choosingof Readymades,
have achievedthe status
of legend."In general," he said,"I had to bewareof
its 'look.' It's very difficult to choosean object, be
cause,at the end of fifteen days,you beginto like it
or hate it. You haveto approachsomethingwith an
indifference,as if you had no aestheticemotion.
The choiceof readymadeis alwaysbasedon visual
indifferenceand, at the sametime, on the total ab

the pretty mise-en-scenes
that are called modern
senceof good or bad taste." PierreCabanne,Dia
logues with Marcel Duchamp, trans. Ron Padgett stores. The poster isn't up to this level. Only the
BebeCadum, that enormousobject, persists"(Le
(New York: Viking Press,1971), p. 48.
87. Camfield, Marcel Duchamp: Fountain, pp. ger, "La Rue: Objets,spectacles,"p. 68).
"Thereare displays,absolutelyperfectmodernar
34-42.
rangementsof shop windows, impossible[for an
88. Ibid., pp. 44, 65.
artist]to use;they are no longer raw material,it [the
89. See,for example,Amy Conger, "Edward Wes
ton's Toilet," in PeterWalchand ThomasF. Barrow, artisticwork] is alreadydone. That becomesa ques
eds., Perspectives
in Photographs:Essaysin Honor tion of numbers,becauseif this productionsatisfied
the human demand,there would be nothing more
of BeaumontNewhall(Albuquerque,N.M.: Univer
to do. ... I repeat,the situation of the artist before
sity of New Mexico Press,1986).
90. "The RichardMutt Case," TheBlindMan, no. 2 theseobjectsis often worrisome" (Leger,"Note sur
I'element mecanique" [1923], in Fonctionsde la
(May 1917), p. 5.
peinture, p. 51).
91. SanitaryPottery,7 (May 1915), p. 3.
92. The Plumbers' Trade Journal, February 15, 104. Leger, "Note sur I'element mecanique," pp.
1915, p. 1.
51-52. This text should also be read for Leger's
93. Modern Plumbing, No. 6 (Trenton, N.J.: J. L. long, appreciative description of one windowMott Ironworks, 1911), p. 7.
designer'sarrangementof vests,and for the artist's
94. SanitaryPottery,7 (July1915), p. 8.
delightedtour of severalquartersof Paris,with their
95. ThePlumbers'TradeJournal,August 15, 1915, differing stylesof window display.
p. 240.
105. See Leger, "Le Spectacle:Lumiere,couleur,
96. "The RichardMutt Case," p. 5.
image mobile, objet-spectacle,"p. 133.
97. H. Gleveo, "L'Etalage moderne, puissancede 106. With a partiallydigestednotion of evolution
suggestionpar I'objet," La Publicite,21 (November ary naturalselectionastheir guide,they felt that the
1923),pp. 731-33.
human organism had been refined to a kind of
98. H. Gleveo,Vitrineset etalagesmodernes(Paris: functional perfectionover the ages,and that in the
G. & M. Ravisse,1922), p. 3. The author recom
same way, many of the things humansfrequently
mendsthat the smart urban shop-ownerwill place usehad acquireda well-adapted"des.gn" of classic
his objects"dans un cadre recherchequi leur com
simplicity.Theseideasare summarizedby Christo
munique un cachet de chic, d'exclusivite."He also pher Green,Legerand the Avant-Garde(New Ha
recommendsthat the merchant look to the art of
ven and London: Yale UniversityPress,1976), p.
the past for inspiration, studying Watteau or the
207. Green is careful to distinguish Leger's ideas
Greeks,for example,for hints on draping.
from those of the more theoretical Puristthinkers,
99. Gleveo,"L'Etalagemoderne," p. 731.
but he underlineshow Leger'staste for industrial
objectsdoesreflectthe Puristapproach;seeGreen,
100. J-R. d'H., "Les Etalages," La Publicite mo
p. 273.
derne, 3 (July1907), pp. 6-7.
101. See LeonardS. Marcus, The American Store 107. In "Revue de la publicite" (La Publicite, 11
Window (New York: Whitney Library of Design, [January1914], p. 35), a closelysimilarad (fig. 103)
was reviewed,with the comment: "Here againis an
1978),pp. 62-63.
excellentad
The drawing isn't complicatedand
102. Preceding quotations from "Sur la pein
makesitself understoodeasily."
ture" (1937); reprinted in Europe, 49 (August108. "I am inspiredby diagramsor mechanicalele
September1971), p. 70. The text also asserts:"A
new ordertriesto comeout of [the chaosand speed ments," he said,"[and] sometimeseventhe stereo
of modern life]. In a certain way, the street gets typesof advertising,like in this drawingof a syphon,
organized: I mean the street, the shop windows, which I found in Le Matin" (cited in Green, Leger
and the Avant-Garde,p. 273).
the displays,becomespectacular.Therea will to or
der establishesitself. Insteadof a thousandobjects 109. Quoted in JacquesGaucheron,"Fernand Le
ger et Blaise Cendrars," Europe, 49 (Auguststacked up one against the other, one shows ten
September,1971),p. 98.
well presented,givenvalue— [Thisshowsthat] the
merchantunderstoodthat the object he was selling 110. Leger,"Le Spectacle:Lumiere,couleur,image
mobile, objet-spectacle,"p. 135.
had an artistic value in itself, if he knew how to
111. See Leger'sremarkson the mask in ancient
bring it out."
In an earlierhomageto the variousstylesof shop- theater,and its relationto the presentsenseof spec
tacle,in "Le Spectacle:Lumiere,couleur,imagemo
window displayin Paris,Legerrecognizedthat the
bile, objet-spectacle,"pp. 134-35.
"aesthetic of the isolated object" was basicallya
styleof the chic shopsaround the Champs-Elysees, 112. "More than ever, contemporaryhistory... is
the rule of the masses,therefore of propaganda.
and that the old style of crowding in as many ob
Becausepropaganda is to the mass of humanity
jects as possiblestill obtained in the popular quar
what a bar of soft iron is to a magneticfield: just as
ters. (In this regard, Duchamp's isolation of the
urinalcould be seenasgiving an 8th-arrondisement the iron condensesthe linesof force into a narrower
flux, so propaganda permits the unification of
treatment to a 1Tth-arrondisementobject.)See"La
thought and the simultaneityof actions Thewar
Rue: Objets,spectacles"(1928), in Fonctionsde la
was only possible because of propaganda. . .
peinture, pp. 68-69.
103. ". . .the present element,the central element [which] alone was capableof creating a 'collective
of the street is the object more than the poster, spirit' among the armies and the reservists
which passesto a secondaryplaneand disappears. [Now] propagandaplaysa role in the moral world
The direct advent of the object as a decorative like that ultravioletraysplay in the materialworld,
attempting to realize,in its own way, organic syn
value. . . belongsto the domain of pure plasticity,to
theses"(JulesLallemand,"L'Art de la propagande,"
the world of sculptureand construction.
La Publicite,19 [October 1921], pp. 537-38).
"In Paris,if the modern streethasa style,it is cer
tainly thanks to this new taste for the object itself, 113. Jules Lallemand,"Propagandeet publicite,"
La Publicite,19 (November1921),pp. 610-13.
for the form.
". . . Economicpressurehas put the selleron his 114. E. Gautier, "La Propagandenationale et la
publicite," La Publicite, 21 (April 1923), pp.
kneesbefore his merchandise;he hasdiscoveredit;
he has recognizedthat theseobjectshavea beauty. 161-63; and Louis Ange, "L'Organisation de la
propagande," La Publicite,21 (January1924), pp.
One fine day,steppingback, he exhibiteda shoeor
a rack [of meat] in his window. Hisimagination,his 913-16.
115. Lallemand, "Une Experiencecruciale sur la
tastedo the rest.A styleis born, very up-to-date—a
'suggestion'publicitaire," pp. 23-25.
revolution has happenedwithout drums or trum
116. Curti, "The ChangingConceptof 'HumanNa
pets. The street can now be consideredone of the
ture' in the Literatureof AmericanAdvertising," p.
fine arts, becauseit is magisteriallydressedby the
thousand handsthat everyday make and unmake 347.

>
<
423
Q

>
Q
<
424

117. RayCalt, "Advertising's Debt to Dr. Freud,"
Advertising Agency/Advertising and Selling, 45
(June1952),p. 67.
118. Lallemandcontributed an article on "Psychologie de la subconscience"to La Publicite,19 (May
1921), pp. 219-2 1. Healsoforesawthe daywhen a
properly rationalizedscienceof persuasionwould
be a licensedprofessionon the model of medicine.
In his Forewordto a 1922 edition of D. C. A. Hemet's Traitepratique de publicite of 1912, Louis
Ange (who beganteachinga courseon the psychol
ogy of advertisingin 1908)tracedthe scienceof his
trade as descendingfrom a properlyFrench,Carte
sian tradition that had been revivedin the experi
mental method of ClaudeBernardand the positivist
thought of AugusteComte; LouisAnge, Foreword
to D. C. A. Hemet, Traite pratique de publicite
commercielleet industrielle([1912]; rev. ed., Paris:
1922). M. Igert, of the psychologylaboratory of
Braqueville,in examining "the scientific technique
of the poster" with controlled tests, referred to a
similar heritage in analyzinghow ads "modify the
soul of the crowd"; Igert, "line Techniquescientifique de I'affiche," pp. 967-70.
119. JulesLallemand,in "Psychologieet publicite,"
declared: "We know today that the collaborationof
technicians is, in every industry, absolutely indis
pensablefor the complete and rational realization
of labor and of the primarymatter, that is to assure
for capital as high a remunerationas possible.On
this subject,the experienceof the war and the con
tact with the labor procedures
— as much intellectu
al as physical—employedby our Americanfriends,
the comparisonwith our own, all this is decisive:
production,in the full senseof the word, imperious
ly requiresthe collaborationof non-manualtechni
cians, of scholarstested in researchand in the
methodsof the laboratory" (p. 151). On the ques
tion of a Taylor-likeconcernwith the factor of fa
tigue in repetition, see Jean Waldusberger and
CharlesGonset, "Vente et psychologie,"La Publi
cite, 21 (June1923),pp. 357-58.
120. See Le Corbusier's comments in "L'Esprit
moderne1918," reprintedin Legerand the Modern
Spirit, 1918-1931, exh. cat. (Paris: Musee d'Art
Moderne de la Ville de Paris,1982),p. 9.
121. ". . .an educationalwar where all valueswere
laid bare. Total revisionof moral and materialval
ues"; Leger,"Le Spectacle:Lumiere,couleur,image
mobile, objet-spectacle,"p. 133.
122. "A nail, a bit of a candle,a shoelace,can cost
the life of a man or a regiment.If, in today's life, we
look at suchthings twice—and that's what's admi
rable— thereare no longerany negligiblevalues,ev
erythingcounts,everythingcompetesand the order
of usual,conventionalvaluesis overturned" (Leger,
"L'Esthetiquede la machine,I'ordregeometriqueet
le vrai," [1925]; reprinted in Fonctionsde la pelnture, p. 66).
123. Ibid.
124. Leger,"Sur la peinture," p. 69.
125. ChristopherGreen (in Leger and the AvantGarde,p. 182) cited the importanceof the follow
ing exchange between Cendrarsand Leger. The
conversationin its entirety was publishedas Entretiensde FernandLegeravecBlaiseCendrarset Louis
Carresur le paysagedans I'oeuvrede Leger(Paris:
Louis Carre, 1956) and includes the following
remarks:
B.C.: "The City" is veryimportant. Weusedto stroll
a lot around Paris;we often agreed to meet in very
different locales,often the place Clichy.That'swhy
/, myself,situate "The City" in place Clichy.
F.L.:That'sit, yes; it dates from that period.
B.C.: As a composition, even as a distribution of
masses,don't you see, and also for the extraordi
nary colors,which were those of place Clichy.You
remember that, there, were the largestposters in
Paris?
F.L.:Yes,it's the birth of advertising,isn't it.
B.C.: ... of high advertising. . .
F.L.: Which would expandtill it becamenauseating.

B.C.: Youhad the largestBebe Cadurn in Paris,at
place Clichy.Thenone day,they brought out an as
tonishingblack man, at place Clichy.I don't know,
anymore, for what advertising that could have
been. . . Black Lion shoe polish, or something like
that. . . Menelik, which you used one fine day like
you use things, that's to say without knowing why.
126. In 1946, Legerwould rememberbillboardsas
indebted to, rather than inspirationalfor, this pic
ture: "After the war, in 1919, I composedthe pic
ture The City uniquelywith pure colors,laid down
flat. The picture is technicallya revolutionin plastic
ity. It was possible,without chiaroscuro,without
modulation,to obtain a depth and a dynamism.It
was advertisingthat was first to utilize the conse
quences.The pure tone, the blues,reds,yellowses
caped from the picture and went to inscribe
themselveson walls, in windows, on the roadsides,
in signalization.Color had becomefree" ("L'Architecture moderne et la couleur ou la creation d'un
nouveau espacevital" [1946]; reprinted in Fonc
tions de la peinture, p. 99).
127. Christopher Green discussesat length the
cinematicaspectsof this painting and comparesits
structurewith the poetry of BlaiseCendrars,in Le
ger and the Avant-Garde,pp. 182-84.
128. At the time he was paintingthis and other pic
turesof moderncommercialpackaging,Davismade
some relevantnotationsin hisjournal. The entry for
March 11, 1921, includes his statement that he
wished to make paintings, not from geometric
shapes,but from "an alphabetof letters,numbers,
canned-goodslabels,tobacco labels,in a word let
these well-known, purely objectivethings be used
to indicatelocationand size." And in an entry made
the following month he declared,"I do not belong
to the human race but am a product made by the
AmericanCan Co., and the New YorkEveningJour
nal." SeeJohn R. Lane,Stuart Davis:Art and Art
Theory,exh. cat. (Brooklyn:The BrooklynMuseum,
1978),p. 94.
129. On the stylistic development of American
cigarette packsand the strategiesof their market
ing, seeChrisMullen, CigarettePackArt: A Unique
Blendof CigarettePackDesign(New York: St. Mar
tin's Press,1979),pp. 94-95. Foran in-househisto
ry of the style changesin the packagingof Lucky
Strikes,see "Sold AmericanI": The FirstFifty Years
(n.p.: American Tobacco Company, 1954), pp.
53-54, 74-76.
130. A sample: ReneClarke,reviewingthe history
of advertisingin the UnitedStatesin 1934, declared
that "the fifteen [sic]yearsbetween 1921and 1930
were the golden age of advertising"("Cavalcade,"
AdvertisingArts, September1934, p. 12).
131. In an unpublishedpaper to which we have
had access,Victoriade Graziaof RutgersUniversity
discussesthese and other aspectsof the situation
between the wars: "The 'PublicityMachine' in the
Garden: AmericanAdvertisingin the Remakingof
European Commercial Culture, 1920-1945." By
the same author, see "Americanism for Export,"
Wedge, nos. 7, 8 (Winter-Spring 1985), pp.
74-85.
132. "FuturisticMonstrositiesAre All the Rage:(By
a CommercialArt Manager),"Printers'Ink, Novem
ber 12, 1925, pp. 57-60. "Thingsthat peoplecan't
quite understandseemto interestand hold them. It
keepsthem guessing,"the author surmised,as he
counseledtoleranceon the pragmaticpremisethat
modern inflectionsworked for certain markets.
133. L. B. Siegfried, "Modernism Emerges FullFledged," Advertising and Selling, new series, 10
(February8, 1928), pp. 24-25, 40, 67.
134. PierceJohnson,"The SaneUseof Modern Art
in Advertising,"Advertisingand Selling,new series,
14 (October30, 1929),pp. 17-19.
135. On the new typography, see Douglas C.
McMurtrie, "The Fundamentalsof Modernism in
Typography," Printers' Ink, January 1930 pp.
33-35, 70, 81; and McMurtrie, "The Futureof Ad
vertising Composition," Printers' Ink, April 1930,

pp. 39-40, 90, 93-94.
136. An analysisof this phenomenoncan be found
in The Machine Age in America, exh. cat. (New
York: The Brooklyn Museum in associationwith
HarryN. Abrams, 1986).
137. E. E. Calkins,"Beauty in the Machine Age,"
Printers' Ink, September 25, 1930, pp. 72-73,
77-78, 83.
138. LouisCheronnet,"La Publicite,art du XXesiecle," L'Art vivant,3 (March 1927), p. 192.
139. "Have you thought about the sadnessthat
would representthe streets,the squares,train sta
tions, the subway,palaces,dance halls,movie the
aters, dining cars, trips, automobile roads, nature,
without the countlessposters, without the shop
windows. . .without the illuminatedsigns,without
the bonlments of loudspeakers"(BlaiseCendrars,
Aujourd'hui, in Cendrars,Oeuvrescompletes[Paris:
Denoel,1960]; cited in Steel,"Surrealism,Literature
of Advertisingand the Advertisingof Literaturein
France,1910-1930," pp. 283-84).
140. Cendrars,Oeuvrescompletes,pp. 229-30;
cited in Steel,"Surrealism,Literatureof Advertising
and the Advertising of Literature in France,
1910-1930," p. 285.
For a further literary appreciationof advertising
from the samedate, seeAldous Huxley,EssaysOld
and New (Freeport,N.Y.: Booksfor LibrariesPress,
1927) pp. 126-31. Huxley maintained that "The
story of the developmentof advertising... is an es
sentialchapter in the historyof democracy."
141. Louis Cheronnet, "La Publicitemoderne: La
Gloire du panneau," L'Art vivant,2 (August 1926),
p. 618.
142. Steel, "Surrealism, Literature of Advertising
and the Advertising of Literature in France,
1910-1930," note 3, p. 295.
143. Max Jacob,letter to MarcelJouhandeau,July
1923, Lettresa MarcelJouhandeau(Geneva:Droz,
1979), p. 59; cited in Steel,"Surrealism,Literature
of Advertisingand the Advertisingof Literaturein
France,1910-1930," p. 283.
144. Leger,"La Rue: Objects,Spectacles,"p. 68.
145. See Robert Desnos,La Liberte ou Tamourl
(Paris:Aux Editionsdu Sagittaire, 1927); cited in
Steel,"Surrealism,Literatureof Advertisingand the
Advertisingof Literaturein France,1910-1930," p.
295. Desnos'stitle punson the patriot'scry,"Liberty
or death!" (La liberte ou la mortl).
146. Fora thorough discussionof Magritte'scareer
in advertising,and of the subsequentinfluenceof
his imageryon advertising,seeG. Roque,Cecin'est
pas un Magritte: Essaisur Magritte et la publicite
(Paris:Museede la Publicite,1983).Forspecificcon
siderationof display,see SilvanoLevy,"Rene Ma
gritte and Window Display," Artscribe, no. 28
(March 1981), pp. 24 -28.
147. See Michel Foucault, "Ceci n'est pas une
pipe," Cahiers du chemin, no. 2 (1968), pp.
79-105; cited in Andre Blavier,Cecin'est pas une
pipe (Brussels:Fondation Rene Magritte, 1973),
p. 27.
148. "The public wants more facts and lessfancy,
for there is a great deal it will no longer take for
granted," saidGurdenEdwards,advertisingdirector
of the American BankersAssociationin his "Train
ing Coursefor Salesman,"in 1935; cited by Curti,
"The Changing Concept of Human Nature," p.
353.
149. M. F. Agha wrote: "This year of grace 1932
begins under auspiceshighly unfavorableto Euro
pean art in American advertising.Some observers
think that eventhe localbrandsof art, includingthe
modestcommercialart, are under a cloud. Eventhe
advertisingagenciesriseto the occasion,and, at the
risk of underminingthe prestigeof the profession,
write: 'This is a hard year for the nuancesin adver
tising. The GraphicArts havegone graphic,gentle
manly copy has been given the bum's rush. It is a
hard-boiledyear, a year of plug-ugly type-sets,of
copy full of more-for-the-money'" ("LeaveEurope
an Art in Europe,"AdvertisingArts [January1932],

p. 15). Fora full discussionof the changein the look
of adsduring the Depressionyears,see"Depression
Advertisingasa Shift in Style,"in RolandMarchand,
Advertisingthe AmericanDream(Berkeleyand Los
Angeles: Universityof California Press,1985), pp.
300-06. SeealsoE. E.Calkins,"1934," Advertising
Arts (January1934), pp. 9-12.
150. E. E. Calkins, "Design and EconomicRecov
ery," AdvertisingArts (July1933),pp. 9-13.
151. Calkins,"1934," pp. 11-12. From the same
article: "Insteadof pointing the camerafrom a sur
prising angle, or photographing patterns made by
the shadows of commonplace objects, we now
have the natural conventionalgroup
A further
instanceof the endeavorto get nearerthe popular
mind and interestis the employmentof the comic
strip formula, the cartoon serial, and the tabloid
make-up The screaming Gothic headlines,
scrambledlayout and generalair of excitementof
the tabloid presshave beenadopted by severalad
vertisers All thesetrends and changeshaveone
characteristicin common. Theyare away from the
cherishedidealwhich prevailedduring the high wa
ter era, away from the precious,the distinguished,
the fine, toward something coarser,more direct,
even, if necessary,uncouth, in the effort to get
down to brasstacks."
152. HeyworthCampbell,"Going BuckeyeVengefully . . . But Intelligently,"Printers'Ink Monthly, 24
(February1932),pp. 22-23, 58. Fromthe samearti
cle: "Especiallythese days,when advertisingmust
do a strenuousjob, the hard-boiledfans are won
dering if getting their advertisementinto the Art Di
rector'sShowisn't, after all, an art achievement,but
a selling liability.. . . The cult of the 'buckeye' is
again coming into its own. The devoteesof the
plug-uglyare now havinga Romanholiday."
153. W. K. Nield, "The DisloyalArt Director," Ad
vertising and Selling, new series, 19 (August 18,
1932), p. 21.
154. SeeMichael Schudson,Advertising: The Un
easyPersuasion
—Its DubiousImpact on American
Society (New York: Basic Books, 1984), pp.
209-33.
155. Miro createdanother fanciful painting from a
similarpoint of departurein a machinead: his 1929
Queen Luisa of Prussia.See JacquesDupin, Joan
Miro: Life and Work (New York: Harry N. Abrams,
1962),pp. 182-85, 195-96, and figs. 27-42.
156. For severalfine essaysand an extensivebib
liography on Cornell, see KynastonMcShine,ed.,
JosephCornell,exh. cat. (New York: The Museum
of Modern Art, 1980). Also seeDianeWaldman,Jo
seph Cornell (New York: George Braziller,1977);
and Dore Ashton, ed., A Joseph Cornell Album
(New York: Viking Press,1974).
157. On Cornell'sfascinationwith tattered carnival
ephemera,seeHaroldRosenberg,"Object Poems,"
TheNew Yorker,June3, 1967, pp. 112, 114-18.
158. Clement Greenberg, "The Situation at the
Moment," PartisanReview, 15 (January1948), p.
82; cited by FrancisFrascina,Introduction to Frascina, ed., Pollockand After: The Critical Debate
(New York: Harper& Row, 1985), p. 97.
159. DouglasD. Paige,"Should Copy Writers Be
Cultured?," Printers'Ink, October 1, 1954, p. 25.
160. For a summaryof Golden's career,see Cipe
PinelesGolden, Kurt Weihs,Robert Strunsky,eds.,
The Visual Craft of William Golden (New York:
GeorgeBraziller,1962).
161. See "Mehemed Fehmy Agha," in Fifty-first
Annual of the Advertising Art Directors' Club of
New York (New York: Art Directors'Club of New
York, 1971),n.pag.
162. "Agha introduceda radicallynew principlein
the conceptionof American publications— that of
the participatoryrole of the Art Directorat everylev
el. The visualarticulationof a magazinewas not an
act after the editorialfact; it was,asAgha saw it, an
integralfunction of the editorial process"(ibid).
163. Thomas B. Stanley, "Has Modern Layout
Cometo Stay?,"Printers'Ink, August 28, 1953, pp.

38-40, 87.
164. See Stanley,"Has Modern Layout Come to
Stay?" pp. 38-40, 87. "Modern display... is no
longer primarilya matter of layout. In it, the tradi
tional distinction between layout as arrangement,
and visualizationaspictorialexpressionof the adver
tising appeal has largely disappeared Modern
advertisingcomeshonestlyby its three most impor
tant characteristics:unconventionalapproach,strik
ing design, and imaginative,personal treatment."
Stanleysinglesout the Ohrbachad as his prime ex
ampleof merging layoutwith visualization.Seealso
Sanford H. Margolis and Morton Silverstein,"This
Week Is ReallyGoing to Be Something!," Printers'
Ink, January2, 1953, pp. 28-32, for a complimen
tary look at Bernbach.The authors divide advertis
ing into three camps: old patricians from the
Harvard-Princetonaxis, play-it-safe people who
work from market researchand proventechniques,
and on "the far left we have Bill Bernbachand his
imitators. Strongly influenced by modern art and
convincedthat copyand art shouldbe integratedso
fully that one cannot stand without the other."
165. Margolisand Silverstein,"This Week Is Really
Going to Be Something!," p. 28.
166. The "amount of moneya personmakesis no
index of his buying motivations," Dichter wrote in
1956. "It is much more important to establishwhat
isthe sourceof a person'sincome,what isthe back
ground againstwhich he lives,what socialand per
sonalforcesdirect his life goalsand ambitions" (Dr.
Ernst Dichter, "The Case for Motivational Re
search,"AdvertisingAgency,49 [March2, 1956],p.
43). In a note of hope for a Utopianprogramof ad
vertising,Dichterallowed that "our deepestwish is
to seea unified field of market researchestablished,
where conventionalstatisticalresearchand motiva
tional researchwork hand in hand in complete
scientificharmony."
167. See "You Can't Escape MR," Advertising
Agency, 51 (January3, 1958), pp. 20-23, 26-33;
there, John J. Reillyof EssoStandardOil complains,
"It is verydifficult to get a client to considermotiva
tion researchif he thinks it dealsonly with sexcon
cepts,as reported by the press."
For another considerationof Dichter'seffect on
advertising, see Philip Gold, Advertising, Politics,
and AmericanCulture: FromSalesmanship
to Ther
apy (New York: ParagonHouse,1987),pp. 45-56.
168. "William Bernbach:Portrait of an Artist as a
Young Agency President," Printers' Ink, July 31,
1959, p. 51.
169. "Is a masculineproduct acquiring connota
tions of daintinessor weakness?Doesan expensive
item havethe necessarysocialstatus?Isthe tone of
a promotionalcampaignin tune with the changing
cultural conventionsof the day?" (Dichter, "The
Case for Motivational Research,"p. 43). One of
Dichter'sfollowersechoed: "In our motivationstud
ies, it becomesobvious how important is the per
sonality of the product or institution. This is the
compositeof attitudes people haveformed toward
it. Regardless
of its truth, this is what peoplethink it
is, and this is the way they patronize it
Keenminded retailersare aware that their customersdo
the largestpart of their shopping in terms of these
attitudestoward the store ratherthan through spe
cific advertised items" (Pierre Martineau, "New
Look at Old Symbols,"Printers'Ink, June 4, 1954,
pp. 85, 88). Comparethis to Bernbach'scomments
on the Ohrbachcampaign: "No individualgarment
is ever described.No price is quoted. We sell the
ideathat the Ohrbachlabelis one that can be worn
proudly" (quoted in Margolisand Silverstein,"This
WeekIsReallyGoingto BeSomething!," p. 29). See
also Donald David, "Image Building Is an Unex
plored Advertising Horizon," Advertising Agency,
51 (January3, 1958),pp. 12-16.
170. The eye patch did not begin as calculated
strategy. The model had already been photo
graphedeighteentimes at the session,when Ogilvy
decidedto try the patchto add a note of distinction.

See David Ogilvy, Confessionsof an Advertising
Man (New York: Atheneum, 1963), p. 116.
171. Bill Tyler,in his regular "Copy Clinic" column
for Advertising Agency of June 8, 1956, cites a
Hathawayad of the previousmonth as the first ad
he had seenwith no copy of any kind; but he also
discusses
the "de-emphasison copy in recentyears"
and the new importance of color photography
(p. 44). In 1957, in "Visual Impact Providesthe Big
Picture," Marilyn Hoffner refers to "a strong and
continuing trend toward more visual material and
lesscopy," illustratingseveralexamples,includinga
Bernbachad for Levy'sJewishrye bread (Printers'
Ink, May 17, 1957, p. 28).
172. Mort Weiner, "What's Happenedto Creativ
ity?," Printers'Ink, July 19, 1957, pp. 19-20: "To
day the means has become the end; instead of
drawing a picture that makes a point, we're sat
isfiedto just draw a picture."
173. The key term "personality," used again and
again in advertisingplanning of the day, seemsto
derive ultimatelyfrom the revisionist,neo-Freudian
ideathat the "total personality"of the individualbe
the subjectof analysis.Thisrevisionistschool,which
playeddown the importanceof childhoodand bio
logicalfactorswhile focusingon the individual'sad
justment to socialinstitutions,was emergentin the
1930sand cameto prominencepreciselyin the ear
ly 1950s.SeeClaraThompson,Psychoanalysis:
Evo
lution and Development (New York: Heritage
House,1951).Seealso Herbert Marcuse,"Critique
of Neo-FreudianRevisionism,"in Marcuse,Erosand
Civilization(NewYork:Vintage, 1962),pp. 217-51 .
For an early plea to rethink advertisingin terms of
the findings of the social sciences,see Edward L.
Bernays,"AdvertisingIs Behindthe Times—Cultur
ally," Printers'Ink, March 30, 1951, pp. 25-27.
174. SeeDr. Howard D. Hadley,"What Psychology
Offersto Advertising,"AdvertisingAgency/ Adver
tising and Selling,April 1953, pp. 70-71, 142.
175. Vance Packard,The FUddenPersuaders(New
York: DavidMcKay,1957).
176. RolandBarthes,"The World of Wrestling," in
Barthes,Mythologies,trans.Annette Lavers([1957];
Englished., New York: Hill & Wang, 1972).
177. RolandBarthes,"Publicitede la profondeur";
cited in PhilipThody, RolandBarthes:A Conserva
tive Estimate(Chicago:Universityof ChicagoPress,
1973),pp. 52-53.
178. See Marshall McLuhan, UnderstandingMe
dia: The Extensionsof Man (New York: McGrawHill, 1964).
179. Barthessaid that popular culture fascinated
him "jusqu'a la nausee"("to the point of nausea");
Barthesto RaymondBellour,in LesLettresfranqaise,
May 20, 1970; cited in Thody, Roland Barthes,
p. 52.
180. Christopher Ricks, Times Fhgher Education
Supplement,April 21, 1972 (when the Englishedi
tion of Barthes'sMythologies appeared); cited in
Thody,RolandBarthes,p. 49.
181. John KennethGalbraith,TheAffluent Society
(Boston: Houghton Mifflin, 1958).
182. William Whyte, The OrganizationMan (Gar
den City,N.Y.: Doubleday,1956).On horror movies
of the fifties and social meanings imbedded in
them, seeSusanSontag,"The Imaginationof Disas
ter," in "Against Interpretation" and Other Essays
(New York: Octagon Books, 1966). Seealso Sloan
Wilson, The Man in the Grey Flannel Suit (New
York: Simon& Schuster,1955).
183. Alison and Peter Smithson, "PersonalState
ment, 1: But TodayWe Collect Ads," Ark, no. 18
(Fall1956), pp. 49-50.
184. See Thomas Lawson, "Bunk: Eduardo Paolozziand the Legacyof the IndependentGroup," in
Modern Dreams:TheRiseand Falland Riseof Pop,
exh. cat. (NewYork:The Institutefor Contemporary
Art, The Clocktower Gallery; Cambridge, Mass.,
and London: MIT Press,1988),p. 22.
185. Forarticleson the IndependentGroup and its
exhibitions,seeModern Dreams.

^
TP
^
O

425

186. "This was the most hotly debated aspectof
American car styling at the time—'fins,' someone
hassaid, 'were the Vietnamof product design.' Ev
erythingthat boiled over in Americanpoliticsabout
Cambodiaand Vietnam was, in a way, trailered or
run through in rough form alreadyin the argument
about tail-fins.Tail-finsdividedLeft and Right,divid
ed hawk from dove, dividedeverythingfrom every
thing. Tail-fins were a really good convenient
symbolthat everyonecould get hold of. In the end
tail-finswere heldto be responsiblefor the fact that
Americalaggedbehind in the space-race:while the
Russianshad been developing'Sputnik' and push
ing on into the great blue 'out there,' the Americans
had been debauching themselveswith tail-fins.
More than chrome, more than the implicationsof
sex, etc., the tail-fin in the end, which means
1955/56, focussedthe whole issue" (ReynerBanham, "Detroit Tin Re-Visited," in Design 19001960: Studiesin Designand PopularCultureof the
20th Century[Newcastle-on-Tyne:
Petras,1976], p.
134.)
187. Quoted, from Design Review, in Banham,
"Detroit Tin Re-Visited," p. 121.
188. ReynerBanham, Theory and Design in the
FirstMachineAge (London:TheArchitecturalPress,
1960). For the annotated translation of the 1909
manifesto, see "Futurist Manifesto," Architectural
Review, 126 (August-September 1959), pp.
77-80.
189. For Banham's critique of Corbusier's ideas
about automobiles,see ReynerBanham,"Machine
Aesthetic," ArchitecturalReview,117 (April 1955),
pp. 225-28.
190. See Reyner Banham, "Vehicles of Desire,"
Art, 1 (September1, 1955); reprinted in Modern
Dreams.BanhamcitesBarthes'spraisefor the 1955
DS, but ultimately prefers the observant, hardheaded writing of DeborahAllan in IndustrialDe
sign (seethe discussionof Hamilton'sHersIs a Lush
Situation).The same kind of preferencewas later
expressedby other Britishcriticswhen Mythologies
appeared in English.Graham Hough complained
that "in someof the pieces,the depth of actual so
cial observationis not much beyondthat of the so
phisticated woman's page: sharper than Jilly
Cooper, but not sharper than Katherine Whitehorn" (cited in Thody,RolandBarthes,p. 46).
191. Lawson, "Bunk," p. 25: "It is a cozy little
future-world pictured here, very British in its
claustrophobia."
192. Seethe articleson product design in Richard
Hamilton, Collected Words (London: Thames &
Hudson,1982).
193. See RichardHamilton's review of the role of
design in 1950s manufacturing, "PersuadingIm
age," Design,February1960: reprinted in Modern
Dreams.
194. SeeBanham,"Vehiclesof Desire,"pp. 65-69.
195. Hamilton, CollectedWords,pp. 28-32. Ban
ham quotes the crucial part of Allan's text in "De
troit Tin Re-Visited," pp. 130-31.
196. Banham, "Detroit Tin Re-Visited,"pp. 135,
138. "Suddenly, the whole game was trans
formed- it becamea sportingrelationshipbetween
the two great companies(Chryslerand GeneralMo
tors] and the buying public... who were not now
askingwhat next year'smodel would look like but
what the 1973 model would look like when it be
cameavailablein 1968! The generallevelof expec
tation was to hurtle on into wilder and more
abstractkinds of design,and more uninhibited de
sign, as fast as possible."
197. RobinBoyd,in Architect'sJournal,late 1956;
cited in Banham,"Detroit Tin Re-Visited,"p. 134.
198. Bill Tyler, "Copy Clinic," AdvertisingAgency,
December20, 1957, p. 20.
199. See"Ford Will Offer a Shorter,Sleeker,More
StreamlinedModel for 1960," Advertising Week,
May 1, 1959, p. 9.
200. ErnstDichter and Albert Shephard,"Psycho
logical Engineering: Detroit's Future Approach to

Automobile Design?,"Printers'Ink, November21,
1958, p. 66.
201. "VisualAds IntroduceFrance'sPeugeotto the
U.S.Import-CarMarket," Printers'Ink, December5,
1958, p. 40.
202. RobertRauschenberg,
"Note on PaintingOct.
31-Nov. 2, 1963" (1963); reprintedin John Russell
and Suzi Gablik, Pop Art Redefined (New York:
Praeger,1969), pp. 101-02.
203. It may count for something that AtlantabasedCoca-Cola,sometimesreferredto affection
ately as "the wine of the South," had a programof
buying back its bottles, each of which carried the
glassstamp of a local bottler on the bottom. These
empties—collected for their different imprints of
faraway,exoticplaceslike Tallahassee
and Roanoke,
and traded in for candy money—were the coin of
childhood in the South of the 1950s. They were
items of varietywithin standardization,and of per
sonal,nickel-and-dimeentrepreneurshipwithin bigtime manufacturing.
204. MichaelCrichton,JasperJohns,exh.cat. (New
York: HarryN. Abramsin associationwith the Whit
ney Museumof AmericanArt, 1977), pp. 42-43.
205. Robert Rosenblum,"Pop Art and Non-Pop
Art," Art and Literature,5 (Summer1965); reprint
ed in Russelland Gablik, eds., Pop Art Redefined,
pp. 53-56.
206. Max Kozloff, "Pop Culture, MetaphysicalDis
gust, and the 'New Vulgarians,"' Art International,
6 (March 1962),p. 38.
207. Marvin Davis,quoted in Marilyn Hoffer, "Idea
Art DoesSalesJob for I. Miller," Printers'Ink, No
vember 18, 1955, p. 30.
208. Peter Palazzo,quoted in Hoffer, "Idea Art
DoesSalesJob for I. Miller," p. 30.
209. See"The GreatDebate," in Gold,Advertising,
Politics,and AmericanCulture,pp. 57-61. In 1961,
an analyst for AdvertisingAge noted that an in
tenselycompetitivemarketwas bringing thesetwo
approaches into fierce contention: "One is the
'let's-blow-their-house-down'school.Thisone uses
moneyas a sledgehammer.It saysthat the only im
portant thing is to havea strong selling idea.Then
you jam this down people'sthroats by repetition.
. . .The other school saysthat since it's so hard to
get attention today,your advertisingshould devote
most of its effort to getting attention
This is an
entirelynew advertisingcult—the off-beat
It has
as its crusadingobjectivethe goal of a dramatically
compellingad everytime out
One saysthat ad
vertisingis nothing more than the scienceof mass
selling. . .the other saysthat successin advertising
dependson the art of dramaticpresentation"(Wil
liam D. Tyler,"Two Ad FactionsStrugglefor Atten
tion as the Problemof Getting HeardGetsHarder,"
AdvertisingAge, October9, 1961, pp. 95-96).
Also, contrastWarhol'srepetitionwith earlierad
vertising'sfrequent useof repetitionas a decorative
device; see W. Livingston Larned, "Showing the
Product in PictorialPatterns,"Printers'Ink, May 8,
1930, pp. 100, 105-06, 108.
210. William D. Tyler, "Here Are the '60 All-Star
Ads," AdvertisingAge, March 13, 1961, p. 78.
211. CharlesW. Hurd, "The Packageas a Strong
Medium," Printers'Ink, April 11, 1912, p. 28.
212. W. LivingstonLarned, "Designing the Label
with the Sales 'Punch,'" Printers' Ink, June 10,
1915, pp. 25-35.
213. See Claes Oldenburg and Emmett Williams,
Store Days: Documentsfrom "The Store" (1961)
and "The Ray Gun Theatre" (1962) (New York:
SomethingElsePress,1967).
214. See Peter Plagens'sremarks on the impor
tance,for LosAngelesartistsof the 1960s,of reject
ing the bohemian model of the artist, and
becoming businessmen;Plagens,"Golden Days,"
in Kirk Varnedoeand Adam Gopnik, eds., Modern
Art and PopularCulture: Readingsin High and Low
(New York: The Museumof Modern Art and Harry
N. Abrams, 1990).
215. Oldenburg, Store Days; cited in Russelland

Gablik,PopArt Redefined,pp. 97-99. Seealsothe
earlier,1961 versionof this statement,excerptedin
BarbaraRose,ed., Readingsin AmericanArt Since
1900(New York: Praeger,1967),pp. 166-67.
216. SeeJ. Lemagny,VisionaryArchitects:Boullee,
Ledoux,Lequeu(Houston,Tex.: Universityof Saint
Thomas,1968).
217. W. H. Heath, "'Jumbo' DisplayThat Domi
nates," Printers'Ink, July7, 1921, pp. 41-48.
218. "Curiously,this [rebel] school had, as its im
mediateprogenitor,the studiedsimplicityof fashion
advertisingplus the product-orienteddirectnessof
retail advertising.Mostly photographic,the illustra
tions employedare far from what usedto be called
candid photography.It is their presentation,rather,
that is candid—they announce unashamedlythat
they are carefullyand ingeniouslycontrivedadver
tising illustration" (Walter Weir, " 'Look of the Six
ties' Replaces'ReadershipSchool' of Ads, with
Accenton PersonalElement,"AdvertisingAge, Oc
tober 8, 1962, pp. 75-76).
219. Conversationwith the artist, January 1990.
The "Injun" was a favoredpersonaof Oldenburg's
earlyperformancepieces,representing,among oth
er things,a part of Americanhistory(i.e.,the violent
suppressionof NativeAmericantribes)that had of
ten been either concealedor slighted.
220. Fora discussionof the ragefor "creativity" in
later 1960sadvertising,and the effect of a largehir
ing of younger,more eccentricpeople by ad agen
cies, see Gold, Advertising, Politics,and American
Culture,pp. 71-84.
221. In a taped discussionwith Stuart Wrede, in
June 1968, Marcusesaid of the possibleconstruc
tion of one of Oldenburg'sproposedgiant objectmonuments: "Strangelyenough, I think that would
indeed be subversive.If you could ever imagine a
situation in which this could be done, you would
have the revolution. If you could really envisagea
situation where at the end of Park Avenue there
would be a huge Good Humor ice creambar and in
the middleof TimesSquarea huge banana,I would
say—and I think safelysay—this societyhas come
to an end. Becausethen people cannot take any
thing seriously:neithertheir President,nor the cabi
net, nor the corporationexecutives..." (Perspecta
12: The YaleArchitecturalReview,[1969], p. 74).
222. "When they say the Rosenquiststyle is very
precise,maybethey just know that painting styleas
they know it is going out of style.Waysof accom
plishing things are extended to different genera
tions in oblique places. Billboard painting
techniques are much like Mexican muralist tech
niques. Few people extend themselvesin it at the
time becauseit is not verymuchconsidered"(James
Rosenquist,"What Isthe F-111?" [interviewwith G.
R. Swenson],PartisanReview,32 [Fall 1965]; re
printed in Russelland Gablik,PopArt Redefined,p.
105).
223. "I would bring home colorsthat I liked,associ
ationsthat I liked usingin my abstractpainting,and
I would remember specificsby saying this was a
dirty baconcan,this was a yellowT-shirtyellow,this
was a Man-Tansuntan orange. I rememberthese
like I was rememberingan alphabet,a specificcolor.
So then I started painting Man-Tanorange and—I
always remember Franco-Americanspaghetti or
ange" (JamesRosenquist,in G. R.Swenson,"What
Is PopArt? Interviewswith Eight Painters
— Part2,"
Art News, 62 [February1964]; reprinted in Russell
and Gablik,PopArt Redefined,p. 111).
224. Contraryto, say,the fascinationof the British
for the latestin Detroit designin the mid-fifties, Ro
senquistwanted to avoid the taint of timely styling.
"In 1960 and 1961 I painted the front of a 1950
Ford. I felt it was an anonymousimage. ... I use
images from old magazines
— when I say old, I
mean 1945 to 1955—a time we haven't startedto
ferret out as historyyet. If it was the front end of a
new car there would be peoplewho were passion
ate about it, and the front end of an old car might
make some people nostalgic.The imagesare like

no-images.Thereisa freedomthere" (ibid., p. 110).
225. Ibid.
226. Hughes,"Memories Scaledand Scrambled,"
p. 69.
227. "The tire is a crown, a celebrationof the town
and country winter tire. The design,magnified,ap
pearsregal. I'd neverthought of what rubber tires
or wheels meant to me, and I looked at the tire
tread and it seemedverystrong and cruelor at least
very,very visual.It also looked like it was rising up,
like a crown, and so I usedthe imageon top of the
cakethat way.And of coursethe two imageshave
similar shapes"(Rosenquist,"What Is the F-111?"
p. 107).
228. Rosenquistspecifiedthat the three bulbswere
in pink, yellow, and blue to touch the "three basic
colorsof the spectrum," and said: "In that area of
the picture they allowed me to try experimentsin
color and scalethat I could not havetried in another
painting in smallersize.That huge areaallowed me
to paint with regularartist's oil paint, the pink-grey
and yellow-greyand blue-grey,on top of a fluores
cent background.Thedark red fluorescentpaint ap
pearsto be lighterthan the three light bulbsbut the
paint in the three light bulbs lets you get the idea
that the bulbs are glowing, but not that they are
turned on. It seemedto be like force againstforce"
(ibid., p. 107).
229. In hiswords, "The pictureis my personalreac
tion as an individualto the heavyideasof massme
dia and communication and to other ideas that
affect artists.I gather myselfup to do somethingin
a specifictime, to producesomethingthat could be
exposedas a human idea of the extremeaccelera
tion of feelings" (ibid., p. 104).
230. RobertScull'sdecisionto buy all the units,and
thus keep the work intact, was a last-minutesur
prise.Rosenquistlikedthe ideathat symbolicpieces
of the plane'simagewould be bought by the same
taxpayerswho had, perhapsunknowingly,funded
the plane itself; and he intendedthat the different
elements of the painting remain separateand in
somesenseincoherent.G. R.Swensonsuggestedto
Rosenquistin 1965that "it might havebeenbetter,
closerto your intention, if it had beensold pieceby
piece." Rosenquistreplied, "Yes," and elaborated
that "it would be to give the ideato peopleof col
lectingfragmentsof vision.One pieceof this paint
ing would have been a fragment of a machinethe
collector was already mixed up with, involved in
whether he knew it or not. The personhas already
bought these airplanesby paying income taxes or
being part of the community and the economy.
Men participatein the world whether it's good or
not and they may have physicallybought parts of
what this image representsmany times" (ibid., p.
106).
231. Leger,"Les Realisationspicturalesactuelles,"
p. 21.

Contemporary

Reflections

1. The aphorismitself has a curious history.Marx's
TheEighteenthBrumaireof LouisBonapartebegins
"Hegel observessomewherethat all great incidents
and individualsof world history occur, as it were,
twice. He forgot to add: the first time as tragedy,
the secondasfarce." The historianEugeneKameka
notes that "Generationsof scholarshave been un
able to find this remark in Hegel,though in his Lec
tureson the Philosophyof History(published1837)
Hegel refers to seeminglyaccidentalevents—such
asa coup d'etat, the defeat of Napoleonor the driv
ing out of the Bourbons— gaining respectabilityand
acceptancethrough their being repeated.Marxwas
probably echoing, inaccurately,a remark made by
Engelsin a letter to Marx of 3 December 1851,
where Engelswrites: 'It reallyseemsas if old Hegel
in his gravewere acting as world writ and directly
history, ordaining most conscientiously that it
should all be unrolled twice over, once as a great

tragedy and once as a wretched farce.'" See The
PortableKarl Marx, ed. EugeneKameka(New York
and London: Penguin,1983),p. 287.
2. RobertVenturi, DeniseScott Brown, and Charles
Izenour, Learning from Las Vegas: The Forgotten
Symbolismof Architectural Form ([1972]; rev. ed.,
Cambridge,Mass.,and London: MIT Press,1977).
3. On Smithson,see Adam Gopnik, "Basic Stuff:
Robert Smithsonand Primitivism,"Arts Magazine,
57 (March 1983), pp. 74-80. Seealso Kirk Varnedoe, "Contemporary Explorations,"in William Ru
bin, ed., "Primitivism"in 20th CenturyArt: Affinity
of the Tribaland the Modern, exh. cat. (New York:
The Museumof Modern Art, 1984).
4. Thissensibilitywas often expressedin what was
called,grimly, "post-apocalyptic"art—if there was
going to be art about the apocalypse,you had bet
ter make it now—that summonedup the forms of
Stonehengeto expressthe approachingdoom of
the space age. See Varnedoe, "Contemporary
Explorations."
5. SeeLisaPhillips,"His EquivocalTouch in the Vi
cinity of History,"in Janet Kardon,ed., DavidSalle,
exh. cat. (Philadelphia:Institute of Contemporary
Art, Universityof Pennsylvania,
1985).
6. William Hazlitt, SelectedWritings (London: Pen
guin, 1970),p. 447.
7. Probablymore nonsensehasbeenwritten about
subwaygraffiti in New York than about any other
urban phenomenon of recent years. Shortly after
the first recognitionof graffiti in the early eighties,
for instance,Norman Mailer leapt into print with a
"study" based on zero hours of actual scrutiny,
which cast the graffiti writers as existentialheroes,
Kierkegaardianman armed with a spraycan.
Fortunately,at least three witnesses took the
trouble to document the eventsas they took place.
Two photographers,Henry Chalfant, a scholar of
classicalGreek, and Martha Cooper, a news pho
tographer,spent years"on the lines" recordingthe
subway writers' work and their world. (Chalfant
and Cooper were for a very long time unawareof
each other's work; the graffiti writers themselves
brought them together.) The presentdiscussionof
subwaygraffiti is basedon their definitivestudy: see
Martha Cooper and Henry Chalfant, SubwayArt
(New York: Holt, Rinehart& Winston, 1984).Craig
Castelman,a gifted urban anthropologist, spent
years living with graffiti artists at about the same
time, and wrote a doctoralthesisabout them which
later became his remarkable book, Getting Up:
Subway Graffiti in New York (Cambridge, Mass.:
MIT Press,1982).
8. See Adam Gopnik, "Buffed Out," The New
Yorker,February20, 1990.
9. See,for example,John Carlin and SheenaWagstaff, The Comic Art Show: Cartoons in Painting
and PopularCulture,exh. cat. (New York: FantagraphicsBooks,for the Whitney Museumof American
Art, Downtown Branch, 1983). See also Sheena
Wagstaff, ComicIconoclasm,exh. cat. (London: In
stitute of ContemporaryArt, 1987).
10. SeeAdam Gopnik, "Comicsand Catastrophe,"
TheNew Republic,June22, 1987, pp. 29-34.
11. Elizabeth Murray, conversationwith the au
thors, January1990.
12. W. H. Auden, "As I Walked Out One Evening,"
in Auden, CollectedShorterPoems,1927-57 (Lon
don: Faber& Faber,1966).
13. Jean Baudrillard,Simulations,trans. Paul Foss,
PaulPatton,and PhilipBeitchman(NewYork: Semiotext[e], 1983),p. 37.
14. Fora brilliantdissectionof Baudrillard's
reasoning,
see the review of his America in Robert Hughes,
"America's Pop Guru," The New York Review of
Books,June 1, 1989,pp. 29 ff.
15. JeanBaudrillard,TheEcstasyof Communication,
trans. Bernardand CarolineSchutze,ed. SlyvereLotringer(Brooklyn:Semiotext[e],1988),p. 101.
16. Peter Halley,interview with Dan Cameron, in
New YorkArt Now: TheSaatchiCollection(London:
Saatchi,1987),p. 45.

17. Jeff Koons,interviewwith the authors,February
1989.
18. JohnUpdike,Hugging the Shore(NewYork:Al
fred A. Knopf, 1984), p. 556.
19. DianeWaldman,Jenny Holzer, exh. cat. (New
York: Solomon R. Guggenheim Museum, 1989),
p. 10.
20. W. H. Auden, "Letter to Lord Byron," in Auden,
CollectedLonger Poems(London: Faber& Faber,
1983).
21 . Fora passionateand brilliantpresentationof this
view, see Robert Hughes, Introduction to Lucian
Freud:Paintings,exh.cat.(London:TheBritishCoun
cil in associationwith Thames& Hudson,1987).

Coda
1. ErnstMayr, Introduction to CharlesDarwin, On
the Origin of Species(facsimileof 1st ed.; Cam
bridge, Mass: HarvardUniversityPress,1964), pp.
xix-xx.
2. RoyBlount,Jr.,About ThreeBricksShyof a Load:
A Highly IrregularLow-Down on the Yearthe Pitts
burgh SteelersWereSuperbut Lost the Bowl (Bos
ton: Little, Brown & Co., 1974), p. 5.
3. Lorenz Eitner, "Subjects from Common Life in
the RealLanguageof Men: PopularArt and Mod
ern Tradition in Nineteenth-CenturyFrench Paint
ing," in Kirk Varnedoe and Adam Gopnik, eds.,
Modern Art and PopularCulture: Readingsin High
and Low (New York: The Museum of Modern Art
and HarryN. Abrams, 1990).
4. See, for instance,William Labov, ed., Locating
Languagein Timeand Space(New York: Academic
Press,1980).
5. SeeAubrey Canon, "The HistoricalDimensionin
Mortuary Expressionsof Status and Sentiment,"
CurrentAnthropology, August-October 1989, pp.
437-57.
6. Cited in Robert Storr, "No Joy in Mudville," in
Varnedoeand Gopnik, eds.,Modern Art and Popu
lar Culture.
7. FernandLeger,"Note sur I'element mecanique"
[1923], in Leger,Fonctionsde la peinture (Paris,Edi
tions Gonthier, 1965), p. 52
8. Storr,"No Joy in Mudville."
9. Charles Baudelaire, "The Universal Salon of
1855: FineArts, 1, CriticalMethod," in Baudelaire:
Selected Writings on Art and Artists, trans. P.E.
Charvet (Cambridge: Cambridge UniversityPress,
1972), pp. 117-18; cited in Storr,"No Joy in Mud
ville," and in RogerShattuck,TheInnocentEye: On
Modern Literatureand the Arts (New York: Farrar
StrausGiroux, 1984), p. 354.
10. Clive James,The Metropolitan Critic (London:
Faber& Faber,1974),p. 148.
11. Dik Browne, interview with RichardMarschall,
"Browne the Magnificent: On Comics, Commen
tary and Contentment," Nemo, 1 (June 1983), pp.
35-36.
12. Elizabeth Murray, conversationwith the au
thors, January1990.
13. Romans10:15.

<
o
o
U

427

The bibliography is devoted to the general topics
treated in the body of this book—graffiti, carica
ture, comics,and advertising—as well as to theo
retical writings on massculture. For referenceson
individualartists,seethe Notesto the Text.

Mass Culture

Cambridge,Mass.: HarvardUniversityPress,1984.
Portraysmodern Franceaccordingto the taste of
socio-economicgroups determinedby educational,
social,and cultural capital.
Brantlinger,Patrick.Breadand Circuses:Theoriesof
Mass Culture as SocialDecay.Ithaca and London:
Cornell UniversityPress,1983. Analyzesthe devel
opment of the ideaof masscultureasa symptomor
cause of social decay, concentrating on writers
working before 1940.

This section includesmajor theoretical writings on
twentieth-centurymasscultureas well as a number
of articles representinglesser-knowncritical view
Brecht, Bertolt. Brecht on Theatre.Translatedby
points. It does not include those critiquesof mass JohnWillet. New York: Hill & Wang, 1957. Plotsan
integration of massmedia and radicalMarxistaes
culture offered in studiesfocusing primarilyon oth
er issues.Critical anthologiesare listed separately, thetics, to fan the flames of social discontent and
after works havinga singleauthor.
arousethe audienceto a critical participationin re
organizingsociety.
Theories of Mass Culture
Brogan, D. W. "The Problemof High Culture and
MassCulture." Diogenes,5 (Winter 1954), pp. 1Adorno, Theodor W. "Culture Industry Reconsid
13. Masscultureseenas beingwithout value,yet in
ered." New GermanCritique,6 (Fall1975),pp. 12no way threatening high art.
19.
Collins,Jim. Uncommon Cultures:PopularCulture
. "Veblen's Attack on Culture." In Adorno,
and Post-Modernism.New York: Routledge& KePrisms.Translatedby Samuel and ShierryWeber.
gan Paul, 1989.
Cambridge,Mass.: MIT Press,1981.
Crow, Thomas."Modernism and Mass Culture in
Aronowitz, Stanley.TheCrisisin HistoricalMaterial
the VisualArts." In BenjaminH. D. Buchloh,Serge
ism: Class,Politics,and Culture in Marxist Theory.
Guilbaut, and David Solkin, eds., Modernism and
New York: Praeger,1981.
Modernity: The VancouverConferencePapers.The
Bagdikian,Ben H. The Media Monopoly. Boston: Nova Scotia Series,14. Halifax: Pressof the Nova
BeaconPress,1987.
Banham,Reyner.Designby Choice.Editedby Penny
Sparke. New York: Rizzoli, 1981. See especially
"The Atavismof the Long-DistanceMini-Cyclist,"in
which Banham defends modern mass culture
against Richard Floggart and RaymondWilliams,
who, he asserts,misrepresentBritishworking-class
life before World War II.
Barthes,Roland.Systemedela mode. Paris:Editions
Seuil,1967. Examinesthe intricaciesinherent in the
transformationof objectsinto languagewhich pur
ports to describethem, providinga platform to dis
cussstructuralism,semiology,sociology,the politics
and structuresof linguistics,and artifactsof modern
bourgeoislife.

Compiled by Matthew Armstrong and
Fereshteh Daftari

. Mythologies.Translatedby Annette Lavers.
Englished., New York: Flill & Wang, 1972. Collec
tion of essayson the ideologicalcritique of the lan
guageof massculture,amalgamatingMarxismwith
Ferdinandde Saussure'ssystemizationof events.
Baudrillard,Jean.America.Translatedby ChrisTurn
er. London: Verso, 1989.
. SelectedWritings. Edited by Mark Poster.
Stanford,Calif.: StanfordUniversityPress,1988.
Benjamin,Walter. "The Work of Art in the Age of
MechanicalReproduction." In Benjamin,Illumina
tions: Essaysand Reflections.Edited by Hannah
Arendt, translated by Harry Zohn. New York:
SchockenBooks, 1968. The art object, stripped of
its "aura," or ritual cult status, is consideredas a
tool of politicalcontrol.
Berger, John. "The Cultural Snob: There Is No
'Highbrow' Art." The Nation, November5, 1955,
pp. 380-82. Distinctions between "high" and
"low" art as nonexistent,while seemingdifferences
nonethelessfulfill the functions of distracting and
flattering the viewer, rather than eradicatingsocial
inequities.
Boorstin,DanielJ. The Image: A Guide to Pseudoevents in American Life. New York: Atheneum,
1962. Surveys the downward-tending spiral of
American culture and "how we have used our
wealth, literacy,technologyand our progressto cre
ate the thicket of unrealitywhich standsbetweenus
and the facts of life." Depersonalized massproducedart vulgarizeshigh art, evisceratesits origi
nal intentions, and leads to widespread cultural
deterioration.
Bourdieu,Pierre.Distinction:A SocialCritiqueof the
Judgment of Taste.Translated by Richard Nice.

ScotiaCollegeof Art and Design,1983. Revisedtext
printed in FrancisFascina,ed.. Pollockand After:
The Critical Debate. New York: Harper & Row,
1985.
Edwards,ThomasR. "High Minds, Low Thoughts:
PopularCulture." Raritan, 1 (Summer 1981), pp.
88-105.
Eliot,T. S. Notes Towardsthe Definition of Culture.
London: Faber, 1948. Maintains that true culture
cannot be shared outside its own class,is threat
enedfrom below, and can be salvagedonly through
a return to a societygovernedby an aristocracyand
the church.
Enzensberger,
HansMagnus.TheConsciousness
In
dustry: On Literature,Politicsand the Media. New
York: SeaburyPress,1974.
Fishwick,Marshall."Confessionsof an Ex-Elitist."In
Ray B. Browne, ed.. Popular Culture and the Ex
panding Consciousness.New York and London:
JohnWiley & Sons,1973. Popularculture asthe ba
rometerof democracy;to disregardit isto disregard
the real interestsof the people.
Fiske,John. UnderstandingPopular Culture. Win
chester, Mass.: Unwin Hyman, 1989. Sees both
apologistsand criticsof popular culture as not un
derstanding how mass culture's ideological inten
tions can be ignored or altogether subverted by
society'ssubcommunities.
Gans,HerbertJ. PopularCultureand High Culture:

An Analysisand Evaluationof Taste.New York: Ba
sicBooks,1974. An argumentfor culturalpluralism;
insists that hierarchiesof cultures are ultimately
meaninglessand indefensible,and that all strata of
expressionare valid, vital, and meaningful.
Gowans, Alan. The UnchangingArts: New Forms
for the TraditionalFunctionsof Art in Society.Phila
delphia and New York: J. B. Lippincott, 1971.
Newer,lesstraditionalforms of image-making,such
as film, cartoons, advertising,said to replace the
old-fashionedmediumsof painting and sculpture.
Gramsci,Antonio. Selectionsfrom Cultural Writ
ings. Editedby DavidForgacsand GeoffreyNowellSmith, translated by William Boelhower.
Cambridge,Mass.: HarvardUniversityPress,1985.
Greenberg, Clement. "Avant-Garde and Kitsch."
PartisanReview,6 (Fall1939),pp. 34-49. Reprinted
in Greenberg,Art and Culture: CriticalEssays,Bos
ton: BeaconPress,1961. For recent considerations
of this essay,see RobertC. Morgan, "Formalismas
a Transgressive
Device,"Arts Magazine,64 (Decem
ber 1989),pp. 65-69, and in the sameissue,com
ments by Peter Halley, Lisa Phillips,and Stephen
Westfall(pp. 58-64), and Saul Ostrow's interview
with Greenberg, "Avant-Garde and Kitsch, Fifty
Years Later" (pp. 56-57). See also T. J. Clark's
"Clement Greenberg's Theory of Art," Michael
Fried's "How Modernism Works: A Responseto
T. J. Clark," and Clark's "Arguments about Mod
ernism:A Replyto MichaelFried,"all in FrancisFrascina, ed.. Pollockand After: The Critical Debate,
New York: Harper& Row, 1985; and RobertStorr,
"No Joy in Mudville," in Kirk Varnedoeand Adam
Gopnik, eds., Modern Art and Popular Culture:
Readingsin High and Low, New York:The Museum
of Modern Art and Harry N. Abrams, 1990.
Halloran, James D. "Mass Media and Mass Cul
ture." In Control or Consent? London: Sheed &
Ward, 1963. An integrated overview of the argu
ments against mass culture in Britain and in the
United States.
Hoggart, Richard.The Usesof Literacy:Aspectsof
WorkingClassLife with SpecialReferencesto Publi
cations and Entertainments. London: Chatto &
Windus, 1957. Critiqueof working-classculture be
fore and after World War II; like George Orwell,
seeksto preservethe texture of "authentic" work
ing-classlife from Americanizationand prefabricat
ed "disposableculture."
. "Mass Communicationsin Britain." In Boris
Ford,ed., TheModern Age. Harmondsworth,Mid
dlesex,England: Penguin,1973. Both high culture
and folk culture are eroded by the standardization
and stereotypingof massculture.
Horkheimer,Max, and Theodor W. Adorno. "The
Culture Industry: Enlightenmentas Mass Decep
tion." In Horkheimerand Adorno, The Dialecticof
Enlightenment.Translatedby John Cumming. New
York: Continuum Press,1972. Without its "true"
role as a critique, culture has becomea commodity
and an instrumentof oppression.
Kaplan,Abraham. "The Aestheticsof PopularCul
ture." In JamesB. Halland BarryUlanov,eds.,Mod
ern Culture and the Arts. New York: McGraw-Hill,
1967. The problem with popular culture is not that
it is base but that it has yet to realize its great
potential.
Kaplan,E.Ann. Postmodernismand Its Discontents.
London: Verso, 1988.
Kellner,Douglas."Critical Theoryand CultureIndus
tries." Telos,62 (Winter 1984-85), pp. 196-206.
Kristol, Irving. "High, Low, and Modern." En
counter, 83 (August 1960),pp. 33-41. Modernism
seenas havingdefied and replacedhigh culture,un
dermining standardsof quality and decencyin cul
tural production and, by pandering to public
ignorance, threatening democracy. Proposesthat
democracybe governed by the "natural aristocra
cy" of the virtuous and wise.

Lazere, Donald, ed. American Media and Mass
Culture: Left Perspectives.Berkeley: Universityof
CaliforniaPress,1987. SeeespeciallyLazere,"Con
servativeMedia Criticism: HeadsI Win, Tails You
Lose."
Leavis,F. R. Mass Civilizationand Minority Culture.
Cambridge,Mass.: Minority Press,1930. Defends
the valuesof an elitist culture againstthe vulgarities
of the popular arts, proposingan educationalsys
tem that would createaudiencesskepticalof mass
culture.

Nye,RussellB. "Notesfor an Introductionof Popular
Culture." TheJournalof PopularCulture, 5 (Spring
1971), pp. 1031-38. Cataloguesthe reasonswhy
popularculture is studiedand accepted;insiststhat
once artificial boundariesbased on snobberyand
cultism are erased, greater understandingof our
culture will result.

Williams,Raymond."Conclusion." In Williams,Cul
ture and Society,1750-1950. New York: Columbia
Ortega y Gasset,Jose. The Revolt of the Masses. UniversityPress,1958. Assesses
masscultureasthat
London: Allen & Unwin,1932.Arguesthat genuine which depends,essentially,on a minority in some
culture cannot exist on a massbasisand must be way exploiting a majority" and arguesfor the cre
protectedby, and for, an aristocracyof intellectuals. ation of a modern common culture to be shared
by all.
Reisman,David,Nathan Glazer,and ReuelDenney.
TheLonelyCrowd: A Studyof the ChangingAmeri
— . Communications.New York: Barnes& No
can Culture. New Haven, Conn.: Yale University ble, 1967. Masscultureasa threat to both high cul
Press,1950. Modern man's desireto "fit in" to a
ture and folk culturesinceits power is to "reduce us
societywhosevaluesare increasinglysuperficialand to an endlesslymixed,undiscriminating,fundamen
materialistic.
tally bored reaction."

Levine, Lawrence W. Highbrow/Lowbrow: The
Emergenceof CulturalHierarchyin America. Cam
bridge, Mass.: Harvard University Press, 1988.
Arguesthat in nineteenth-centuryAmerica, "high
brow" culture intermixed freely with "lowbrow."
This"kaleidoscopic,democratic",pluralismwas later
narrowedby an elite anxiousto protect what it saw
as high art, and tame" the public into a passive, RoHin,RogerB. "Against Evaluation:TheRoleof the
respectfulmass.
Critic of PopularCulture." The Journal of Popular
Culture,9 (Fall 1975),pp. 355-65.
Lipsitz,George. TimePassages:CollectiveMemory
Rosenberg,Harold. "Pop Culture and Kitsch Criti
and American Popular Culture. Minneapolis: Uni
versityof Minnesota, 1990.
cism." Dissent,5 (Winter 1958), pp. 14-19. Study
ing massculture is itself seenas a form of kitsch.
MacDonald,Dwight. "A Theoryof MassCulture."
Diogenes
, 3 (Summer1953),pp. 1-17. Arguesthat
Ross,Andrew. No Respect:Intellectualsand Popular
"Mass culture is imposedfrom above.It is fabricat
Culture. New York and London: Routledge,1989.
ed by technicianshired by businessmen;its audi
American intellectualsoverlook the political ten
ences are passiveconsumers,their participation sionsfueling popularculture'sproduction,failing to
limited to the choice between buying and not
see its origins in "the desiresand fantasiesthat do
buying.The lordsof kitsch,in short, exploit the cul
not always'obey' politicallyconsciousideas about
tural needsof the massesin order to make a profit
correctness."
and/or maintaintheir classrule."
Rosten,Leo."The Intellectualand the MassMedia."
. "Masscult and Midcult." In MacDonald, In Norman Jacobs,ed., Culture for the Millions?
Against the American Grain: Essayson the Effects Princeton,N.J.: D. van Nostrand,1959.Arguesthat
of MassCulture.New York: Vintage, 1962. Argues most of modernmassculture'sintellectualadversar
that massculture lacksstandardsand fostersa soci
ies know very little about what they criticize,and
ety which is inchoate and uncreative.Proposesa that the technologicaltransformationand dissemi
separationof high art for the cognoscentiand a low
nation of cultural information bring as much good
as harm.
art for the masses.
McLuhan, Marshall. The Mechanical Bride: Folk Schiller,HerbertI. Culture,Inc.: TheCorporateTake
Loreof IndustrialMan. (1951). 2nd ed., New York: over of Public Expression.New York and Oxford:
Oxford UniversityPress,1989. Analysisof the me
VanguardPress,1967.
dia, information agencies, multinational corpora
— . TheGutenbergGalaxy:TheMaking of Ty
tions, covert political and governmentalagencies,
pographic Man. Toronto: Toronto UniversityPress, and the resultantstrain such bodiesimposeon civil
1962. Investigating the shift in communications libertiesand creativeexpression.
from content to manner of presentation,argues
Singleton, Gregory H. "Popular Culture or the
that information flows to modern man not in a ra
tional, linear fashion but as a "mosaic" of random Culture of the Populace." The Journal of Popular
patternswhich are codified and organizedonly by Culture, 11 (Summer1977),pp. 254-66. An intro
the individual.Seesmassmediaas helpingto create duction to the problems inherent in the study of
popular culture.
an egalitarian,Utopiansociety.
Malraux,Andre. "Art, PopularArt and the Illusionof
the Folk." PartisanReview,18 (September-October
1951),pp. 487-95.
Marcuse,Herbert. One DimensionalMan. Boston:
BeaconPress,1964. Fusesthe ideas of Marx and
Freudin a complexcritiqueof modernsociety,argu
ing that artisticcreativityis the catalystfor develop
ing a sociopolitical alternative to the dominant
capitaliststate.

Sobel, Robert. The Manipulators: America in the
Media Age. New York: Doubleday,1976. Argues
that the massmediahavesmashedthe party system
and replacedit with a "plebiscitarydemocracy,run
more by polls than by election."

Sontag,Susan."One Culture and the New Sensibil
ity." In Sontag,"Against Interpretation" and Other
Essays.New York: FarrarStrausGiroux, 1966. Ar
guesthat the gulf between "high" and "low" art is
illusory.The new cross-culturalmediaevidence"not
. An Essayon Liberation. Boston: Beacon a conflict of cultures[but] the creationof a new kind
Press,1968.
of sensibility [which is] defiantly pluralistic" and
. Erosand Civilization.Boston: BeaconPress, dedicatedboth to "excruciatingseriousnessand to
1974. Seesthe power of art arisingfrom its primal fun, wit and nostalgia."
impulseto expressforbidden imagesof freedom.
Swingewood,Alan. TheMyth of Mass Culture.At
lantic Heights, N.J.: HumanitiesPress,1977. Con
Mills,C. Wright. ThePowerElite.New York: Oxford sidersthe very ideaof massculture—whether from
UniversityPress,1956. Condemnsthe massmedia the right or from the left—a myth which "demands
for fostering "psychological illiteracy" among a a passiveadaptationto existingsocietyand a rejec
populacewhose interestsand beliefsare now man
tion of all forms of activity to achieve social
ufacturedfor them.
change."
. "The CulturalApparatus." In Wright, Pow
Toffler,Alvin. "Excellencefor What?" In Toffler, The
er, Politicsand People: The Collected Essaysof
Culture Consumers.New York: St. Martin's Press,
C. Wright Mills. Edited by Irving Horowitz. New 1964. While the riseof massculture has usheredin
York: Oxford UniversityPress,1963.
a good deal of trash,the availabilityof classicalmu
Mintz, LawrenceE. "RecentTrendsin the Study of
PopularCulture Since 1971." American StudiesIn
ternational,1983, pp. 88-105.

ies, Comics, Theatre& Other Aspects of Popular
Culture. New York: Doubleday,1962. A collection
of Warshow'sliberal postwar essays,on diverseas
pects of American popular culture, that originally
appearedin Commentaryand PartisanReview.

Williamson,Judith. ConsumingPassions:TheDyna
mics of Popular Culture. London: Boyars, 1986.
Massculture servesto perpetuatecapitalism'scon
sumption ethic.
Critical Anthologies
Arato, Andrew W., and EikeGebhardt,eds. TheEs
sentialFrankfurtSchoolReader.New York: Contin
uum Press,1982.
Bennett,Tony, Colin Mercer,and JanetWoollacott,
eds. PopularCultureand SocialRelations.Philadel
phia: Open UniversityPress,1986. Essayson popu
lar culture and its political ideology,socialrelations,
and the historiographyof its critical literature.
Bigsby,C. W. E.,ed. Superculture:AmericanPopu
lar Cultureand Europe.BowlingGreen,Ohio: Bowl
ing Green University Popular Press, 1975. See
especiallyBigsby,"Europe,Americaand the Cultur
al Debate."
— , ed. Approaches to Popular Culture. Lon
don: EdwardArnold, 1976.Tracesthe historyof the
criticismof massculture.
Browne,RayB. "Popular Culture: NotesTowardsa
Definition." In Browne,ed., PopularCultureand the
ExpandingConsciousness.
New York and London:
JohnWiley & Sons,1973. A surveyof postwar and
contemporaryattitudestoward popular culture,at
tempting to clarifydistinctionsbetweenelite, popu
lar, mass,and folk cultures. See especiallyRussell
Kirk, Anti-Culture at Public Expense,"where the
ideaof studying popular culture is viewed as a step
toward the vulgarizationof society.Includesreprint
of Sontag,"One Culture and the New Sensibility."
Buhle,Paul,ed. PopularCulturein America. Minne
apolis: Universityof Minnesota,1987. Collectionof
Americanwritings from a leftist or a culturalpluralist
point of view. IncludesFranklinRosemont,"Surreal
ism in the Comics," and Robert Crumb and Bill
Griffith, "As the Artist SeesIt: Interviewswith Com
ic Artists."
Curran,James,MichaelGurevitch,and JanetWool
lacott,eds.MassCommunicationsand Society.Lon
don. Edward Arnold, Ltd., 1977. See especially
Stuart Hall, "Culture, Media, and the 'Ideological
Effect,"' a useful surveyof the history of Marxist
literature on culture and mass culture since the
nineteenthcentury.
Dorfles,Gillo, ed. Kitsch: The World of Bad Taste.
2nd ed. New York: UniverseBooks, 1970. Essays
evaluating vulgar and pseudo-artistic elements
found "in politics, religion, advertising,film, archi
tecture and design,'porno-kitsch,'and the modern
trappings that surround birth, family life and
death." Contributors include John McHale, Clem
ent Greenberg,HermannBroch.

sic, high art, Shakespearean
drama, and world lit
erature has also grown.

Ferguson,Russell,William Olander, Marcia Tucker,
and Karen Fiss,eds. Discourses:Conversationsin
Postmodern Art and Culture. Images by John
Baldessari.New York: The New Museum of Con
temporaryArt; Cambridge,Mass.:MIT Press,1990.

Warshow,Robert.TheImmediateExperience:Mov

Foster,Hal, ed. TheAnti-Aesthetic: Essayson Post-

modern Culture. Port Townsend,Wash.: BayPress, PartisanReview, 19, nos. 2-5 (May-June 1952).
1983. Includescontributions by Jean Baudrillard, See Our Country and Our Culture," a symposium
FredericJameson,RosilandKrauss,Edward Said,' on American culture; participants include Irving
and Craig Owens,among others.
Howe, NormanMailer,Arthur Schlesinger,
Jr.,Louis
Fox,RichardWightman,and T. J.JacksonLears,eds. Kronenberger,DavidReisman,PhilipRahv,Delmore
Schwartz,and others.
The Culture of Consumption: Critical Essaysin
American History 1880-1980. New York: Panthe Rosenberg,Bernard,and David White, eds. Mass
on Books,1983.
Culture: ThePopularArts in America. Glencoe,III.:
FreePress,1957. An early anthology of important
Gardner,Carl,ed. Media, Politicsand Culture:A So
writings on the subject of massculture. Seeespe
cialist View. London: Macmillan, 1979.
cially Leslie Fiedler, "The Middle Against Both
Geist, Christopher D., Ray B. Browne, Michael T. Ends, an earlydefenseof popularculture and aes
Marsden,and Carole Palmer.Directoryof Popular thetic pluralism.Other contributors include Robert
CultureCollections.Phoenix:OryxPress,1989.A di
Warshow, Jose Ortega y Gasset, and Dwight
rectoryof Americanand Canadianlibraries,picture MacDonald.
collections, museums, archives, colleges, associ
ations, book centersand societiesthat specializein Taylor,Ronald,ed. and trans. Aestheticsand Poli
tics. London: New Left Books, 1977. Collectionof
popular culture. Indexedand annotated.
writings by EuropeanMarxistsof the 1930s,includ
Gurevitch, Michael, Tony Bennett, JamesCurran, ing Theodor W. Adorno, Walter Benjamin, Ernst
and JanetWoollacott,eds. Culture,Society,and the Bloch,Bertolt Brecht,Georg Lukacs,and others.
Media. New York: Methuen, 1982.
Waites, Bernard,Tony Bennett, and Graham Mar
Hall, Stuart,and PaddyWhannel,eds. The Popular tin, eds.PopularCulture: Pastand Present.London:
Arts. New York: RandomHouse, 1964. Seeespe
Croom Helm& Open University,1982. Seeespecial
ciallyHall, "Mass Society:Criticsand Defenders,"a
ly Dick Hebridge,"Towardsa Cartographyof Taste,
compendiumof arguments.
1936-1962," which assessesthe various argu
mentsoverthe "Americanization"of Britishcultural
Inge,M. Thomas,ed. Handbookof AmericanPopu
lar Culture. 3 vols. Westport, Conn: Greenwood life following World War II.
Press,1981. Historical summariesand bibliogra
phiesof popular-culturetopics ranging from boat
ing to stamp collectingto magic tricks.
Graffiti
Jacobs, Norman, ed. Culture for the Millions?
Princeton,N.J.: D. van Nostrand& Co, 1959. See
especiallyHannah Arendt, "Society and Culture,"
on massculture as inculcatingconformity and ac
ceptance:"... assoonasthe immortalworks of the
past becomethe object of 'refinement'. . . they lose
their most important and elemental quality," ren
dering the very word "culture" suspect; massso
ciety wants not culture but entertainment, and
transforms cultural objects into objects for mass
consumption.Seealso EdwardShils," MassSociety
and Its Culture," which interpretsburgeoningmass
culture as promoting greater individualityand free
dom than did elitist high art; "A GeneralTheoryof
MassCulture," with commentsby Arthur Schlesinger, Jr., Patrick Hazard, Sidney Hook, and Bernard
Rosenberg;and Ernestvan den Haag, "A Dissent
from ConsensualSociety,"on massculture as the
degradation of high art to its lowest common
denominator.
Kroes,Rob,ed. High Brow MeetsLow Brow: Ameri
can Cultureasan IntellectualConcern.Amsterdam:
Free UniversityPress,1988. Contributors include
DavidE.Nye,Gordon Hutner,MarianJanssen,Marc
Chenetier,and others.
Lazere,Donald,ed. AmericanMedia and MassCul
ture: Left Perspectives.Berkeleyand Los Angeles:
Universityof CaliforniaPress,1987. A vastcollection
of essayson the historyof massculture,encompass
ing the developmentof media,literacy,politicalide
ology, economics, marketing, manipulation, and
systemsof government.Contributorsinclude Don
ald Lazere,Ariel Dorfman, Douglas Kellner, Todd
Gitlin, Kate Ellis, StanleyAronowitz. Each section
containsa lengthy bibliography.
Modleski,Tania,ed. Studiesin Entertainment:Criti
calApproachesto MassCulture.Bloomington:Indi
ana UniversityPress,1986.
Nelson,Cary,and LawrenceGoldberg, eds. Marx
ism and the Interpretationof Culture. Urbanaand
Chicago: Universityof IllinoisPress,1988.
Oliver,Michael,ed. SocialPurposefor Canada.To
ronto: Universityof Toronto Press,1961. Seeespe
cially Neil Compton, "The Mass Media," which
views the media as the "characteristicexpressions
of modern industrialismand. . . the capitalisticsys
tem [which subordinates]all motivesfor expression
to the pursuit of profit"; massculture held to de
stroy both high and folk culture, and increasethe
difficultiesof making art.

This sectionfocuseson the historicaldevelopment
and scientific study of graffiti. For referenceson
moderngraffiti asa form of art, seethe Notesto the
Text.
Pre-Modern and Non-Western Graffiti

Expansionof the GreekWorld, Eighth to Sixth Cen
turies B.C. Edited by John Boardman and N.G.L.
Hammond.2nd ed., Cambridge,London,and New
York. Cambridge UniversityPress,1982. The sec
tion "The Greeksin Egypt," by T F. R. G. Braun,in
cludes an illustration and translation of a graffito
from 591 B.C.scratchedby a Greek mercenaryon
the leg of a colossalstatue at Abu Simbel,p. 50.
Cerny, Jaroslav.Graffiti hieroglyphiqueset hieratiques de la necropolethebaine.Cairo: Imprimerie
de I'lnstitut Franqaisd'ArcheologieOrientale,1956.
Cerny,Jaroslav,CharlesDesrochesNoblecourt,and
M. Kurz. Graffiti de la montagne thebaine.2 vols.
Cairo: Centre de Documentationset d'Etudessur
I'AncienneEgypte,1969, 1970. Graffiti usedto as
certainsociologicalinformation.
Champfleury[Jules-Franqois-Felix
Husson],Histoire
de la caricatureantique. [1865], 2nd ed., Paris:Edi
tions Dentu, 1867. Pompeiangraffiti recognizedas
comparableto an artist'spremierepensee.
Champollion,Jacques-Joseph.
Monuments de I'Egypte et de la Nubie: Noticesdescriptives.4 vols
Paris:Firmin-Didot,1835-45.
. Monuments de I'Egypte et de la Nubie:
Notices descriptives.2 vols. Paris: Firmin-Didot
1844-89.
Correra, Luigi. "Graffiti di Roma." Bullettino della
CommissioneArcheologicaComunaledi Roma 4th
series,21 (1893), 22 (1894), 23 (1895). Graffiti's
value to studies in archeology,paleography,and
philology.
Della Corte, Matteo. Iwentus: Un nuovo aspetto
della vitapubblicadi Pompeifinora inesplorato,studiato e ricostruito con la scorta dei relativi docu
ment! epigrafici, topografici,demografici,artistici e
religiosi.. . . Arpino: GiovanniFraioli,1924.

Avellino,F[rancesco]M., Cav.Osservazioni
sopraal- —
. Amori e amanti di Pompeiantica: Antolocune iscrizionie disegnigraffiti sulle mura di Pom
gia erotica Pompeiana. Cava dei Tirreni: E. di
pei. Naples:StamperiaReale,1841. Among the first
Mauro, 1960. Hamperedby the author's refusalto
Italiansourcesrecognizingimportanceof Pompeian discussPompeii's"obscene" graffiti.
graffiti. At varioustimes,the author was director of
the RealMuseo Borbonico,generalsuperintendent Dacos,Nicole."Visitatoridi Villa Adriana." Palatino,
of the excavations,professorat the RoyalUniversity, 9 (January-March1965),pp. 9-11.
and editor of the Bullettino archeologicoNapole— . "Graffiti de la Domus Aurea." Bulletin
tano (1843-48), where inscriptions and graffiti
de I'lnstitut Historique Beige de Rome 1967 do
were occasionallyreported.
145-76.
'
Bechi, Guglielmo. "Relazionedegli scavi di Pom
Dayot, Armand Pierre Marie. Histoire contemporpei." RealMuseo Borbonico, 1 (1824), 2 (1825), 6
ame par /'image d'apres les documentsdu temps,
(1830).Reportsof archeologicalexcavations,noting
1789-1872. Paris:ErnestFlammarion,n.d. Dayot's
some graffiti.
illustratedbooks includesomegraffiti.
LeBlant,Edmond.L'Epigraphiechretienneen Gaule
. L Invasion, le siege 1870, la Commune
et dans TAfrique romaine. Paris: Ernest Leroux, 1871. Paris:ErnestFlammarion,n.d.
1890. Contains a section on religiousgraffiti and
Journees revolutionnaires, 1830-1848.
includes an extensive bibliography of Christian
epigraphy.
D'Apresdespeintures,sculptures,dessins,lithogra
phies,medailles,autographes,objetsdu temps.Par
Blindheim, Martin. Graffiti in Norwegian Stave is: ErnestFlammarion,n.d.
Churchesc. 7150-c. 1350. Oslo, Bergen, and StaLespeintresmilitairesCharletet Raffet.Par
vanger: Universitetsforlaget,1985.
is: Librairies-imprimeries
reunies,n.d
Bresciani,Edda. Graffiti demotiques du dodecasField,
Henry.
"Camel
Brands
and Graffiti from Iraq,
choene,Qertassi,Kalacha,Dendour,Dakka,Maharaqqa. Cairo: Centrede Documentationset d'Etudes Syria,Jordan,Iran and Arabia." Supplementto the
Journal of the American Oriental Society, no. 15
sur I'AncienneEgypte,1969.
(October-December1952).
Briganti, Giuliano, Ludovica Trezzani,and Laura
Laureati.The Bamboccianti:The Paintersof Every Garrucci,Raphael.Graffiti de Pompei.2nd ed., re
day Life in Seventeenth-CenturyRome. Translated visedand enlarged,Paris:BenjaminDuprat, 1856.
by Robert Erich Wolf. Rome: Ugo Bozzi Editore, A key paleographicstudy which stressesgraffiti's
usefulnessas an archeologicaland philologicaltool,
1983. Includessome works by artistswho incorpo
rated graffiti.
noting the varietyof languagesand alphabetsused
in Pompeii.Extensivelyillustrated.
Bruzza,L. Sopraalcuni graffiti di vasiarcaiciritrovati in Roma. Bulletinodella CommissioneArcheo- Gau, F. C. Antiquites de la Nubie, ou monuments
ineditsdesbordsdu Nil situesentre la premiereet la
logica Comunaledi Roma, 6 (1878), pp. 177-98.
seconde cataracte, dessines et mesures, 1819.
The relation of signs found on archaic vases to
Stuttgart: J. G. Cotta; Paris: Firmin Didot, 1822.
figures from the old Latin alphabet.
Classificationof graffiti accordingto location, use,
Bucherie,Luoc. "Mise en scenedes pouvoirsdans and the ability to elucidateaspectsof history,reli
lesgraffiti anciens(XV-XVIIIesiecles)."Gazettedes gion, and language.
beaux-arts,6th series,103 (January1984),pp. 1-10.
Gell,William. Pompeiana:TheTopography,Edifices
The CambridgeAncient History,vol. 3, part 3: The and Ornamentsof Pompei—The Resultof Excava-

<

cz
<27

431

tions Since 1819. 2 vols. London: Jennings & Chap
lin, 1832. Summary study referring to Pompeian
graffiti and inscriptions, citing several examples of
Latin graffiti.
Griaule, Marcel. Silhouettes et graffiti abyssins. In
troduction by Marcel Mauss. Paris: Larose, 1933.
Griffith, Ffrancis] Llfewellyn], Temples Immerges de
la Nubie: Catalogue of the Demotic Graffiti of the
Dodecaschoenus. 2 vols. Oxford: University Press,
1935, 1937. A crucial study of proscynemata (for
mulas of prayer), official graffiti which were the
work of temple employees whose inscriptions were
paid for by pious visitors.
Helck, Wolfgang. "Die Bedeutung der agyptischen
Besucherin-schriften." Zeitschrift der deutschen
Morgenlandlschen Gesellschaft, 102 (1952), pp.
39-46. Explores the shifts of the visitors' attitudes
toward monuments where graffiti have been
found.
"Jeux et divertissements anciens." Magasin pittoresque, 3 (1835), pp. 329-36.
Jorn, Asger, ed. Signes graves sur les eglises de
I'Eure et du Calvados. Copenhagen: Edition Borger,
1964.
Kampen, Michael. "The Graffiti of Tikal, Guatema
la." Estudios de cultura maya, 11 (1978), pp. 15580.
Kren, Thomas. "Chi non vuol Baccho : Roeland van
Laer's Burlesque Painting About Dutch Artists in
Rome." Simiolus, 11, no. 2 (1980), pp. 63-80. In
cludes substantial discussion of graffiti.
Krenkel, Werner. Pompejanische Inschriften. Leip
zig: Koehler & Amelang, 1961.
Lacour-Gayet, Georges. "Graffiti figures du temple
d'Antonin et Faustine, au Forum romain." Ecole
franchise de Rome: Melanges d'archeologie et
d'hlstoire, 1 (1881), pp. 226-48.
Lanciani, Rodolfo. "Miscellanea epigrafica." Bullettino della Commissione Archeologlca Comunale di
Roma, 5 (1877), pp. 161-83.
Lang, Mabel L. Graffiti in the Athenian Agora.
Princeton, N.J.: American School of Classical Studies
at Athens, 1974.
- . Graffiti and Dipinti. Princeton, N.J.: Ameri
can School of Classical Studies at Athens, 1976.
Lindsay, Jack. The Writing on the Wall: An Account
of Pompeii in Its Last Days. London: Frederick Muller, 1960. Life in Pompeii re-created through infor
mation obtained from graffiti,
notices, and
inscriptions on walls.
Martigny, Joseph Alexandre (L'Abbe). Dictlonnaire
des antiquites chretiennes. 3rd ed., enlarged, Paris:
Hachette, 1889. On Early Christian graffiti.
Massmann, Joannes Ferdinandus. Libellus aurarius
slve tabulae ceratae et antiquissimae et unicae romanae in Fodina Auraria. Leipzig: T. O. Weigel,
1840. A catalogue of inscriptions including Pom
peian graffiti.
de Murr, Christophorus Theophilus. Specimina antiquissima scripturae Graecae tenuioris sev cursivae
ante Imperatoris Titi Vespasiani tempora ex inscriptionibus extemporalibus classiariorum pompeianorum. Nuremberg: Bibliopolio Bavero-Manniano,
1792. One of the earliest publications on Pompeian
inscriptions.
Nougier, Louis-Rene, and Romain Robert. The Cave
of Rouffignac. Translated by David Scott. London:
George Newnes, 1958. Eighteenth- and nineteenthcentury graffiti found in the cave of Rouffignac.
Paranavitana, S. Sigiri Graffiti: Being Sinhalese
Verses of the Eighth, Ninth and Tenth Centuries.
London, New York, Bombay, and Madras: Oxford
University Press, 1956. Ancient Sinhalese graffiti as
a key to the study of Sinhalese philology and
paleography.

Pritchard, Violet. English Mediaeval Graffiti. Cam
bridge: Cambridge University Press, 1967. A tightly
focused study of inscriptions and drawings in
churches near Cambridge, from the twelfth to the
sixteenth century.
Restif de La Bretonne, Nicolas-Edme. Mes inscripcions: Journal intime de Restif de La Bretonne,
1780-1787. Paris: Editions Plon, 1889. When the
author, "the founding father of the Naturalist
School," learned that his graffiti at the lie SaintLouis were being erased, he began recording them
in a manuscript which lends insight into the "con
fessional and therapeutic"
motivations of a
graffitist.
Rosa, P. "Scavi del Palatino." Annali dell'lstituto di
Corrispondenza Archeologica, 1865, pp. 346-67.
de Rossi, G[iovanni] B[attista], Roma sotterranea
cristiana. 3 vols. Rome: Cromo Litografia Cristiana,
1864-77. Graffiti as an echo of ancient history. In
cludes a thorough discussion of the various types of
graffiti (names, statements, invocations, epitaphs)
and exceptional images.
— . "Sui graffiti del Palatino." Bullettino di archeologia cristiana, 5 (1867), p. 75.
Sheon, Aaron. "The Discovery of Graffiti." Art Jour
nal, 36 (Fall 1976), pp. 16-22. History of midnineteenth-century assessment of the artistic value
of graffiti, children's art, caricature, primitive and
folk art, and popular prints.
Sontag, Susan. "The Pleasure of the Image." Art in
America, 75 (November 1987), pp. 122-31. In
cludes a discussion of graffiti in seventeenth-century
Dutch paintings.
Tanzer, Helen H. The Common People of Pompeii:
A Study of the Graffiti. Baltimore: Johns Hopkins
University Press, 1939.
Topffer, Rodolphe. Reflexions et menus propos d'un
peintre Genevois, ou essai sur le beau dans les arts.
2 vols. Paris: J. J. Dubochet, Lechevalier, 1848. An
early recognition of the artistic value of graffiti.
Trik, Helen, and Michael E. Kampen. The Graffiti of
Tikal. William R. Coe, volume ed. Philadelphia: The
University Museum, University of Pennsylvania,
1983.
Vaananen, Veikko, ed. Graffiti del Palatino. Helsin
ki: Akateeminen Kirjakauppa, 1966. Graffiti of the
Palatine seen as a way of understanding antiquity.
Includes extensive bibliography and illustrations.
Walker, Lester, "Maya Graffiti as Art." Southwest
ern Louisiana Journal, 3 (Fall 1959), pp. 193-200.
Walker, Raymond J. " 'Kilroy Was Here': A History
of Scribbling in Ancient and Modern Times." Hob
bies, 73 (July 1968), pp. 98/N-98/0.
Weege, Fritz. "Das goldene Haus des Nero." Jahrbuch des Kaiserlich deutschen archaologischen Instituts, 28(1913), pp. 127-244.
Wordsworth, Christopher, Rev. Inscriptiones Pompeianae: or, Specimens and Facsimiles of Ancient
Inscriptions Discovered on the Walls of Buildings at
Pompeii. London: John Murray, 1837. One of the
first extensive treatments of graffiti. Wordsworth,
who visited Pompeii in 1832, writes about examples
which elucidate the orthography and language.
About salacious examples he comments only that
they "show us with what moral depravity these
graceful embellishments were allied."
Zangmeister, Karl, ed. Corpus inscriptionum latinarum, vol. 4: Inscriptiones parietariae Pompeianae,
Herculanenses Stabianae. Berolini: G. Reimerum,
1871 . A well-illustrated catalogue including Latin in
scriptions and graffiti found in Pompeii.
Graffiti

and the Social Sciences

Abel, Ernest, and Barbara E. Buckley. The Handwrit
ing on the Wall: Toward a Sociology and Psycholo
gy of Graffiti. Westport, Conn., and London:

Greenwood Press, 1977. Graffiti seen as expressing
the character of a society. Employs a Freudian
approach.
Adler, Alfred. "Uber Kritzeleien." Internationale
Zeitschrift fur Individual Psychologie, 12 (OctoberDecember 1934), pp. 201-03. Adler, in examining
his own scribblings, is led to study man's inclination
toward symmetry.
Ahmed, S. M. S. "Graffiti of Canadian High School
Students." Psychological Reports, 49 (October
1981), pp. 559-62. Classifies sex and cultural dif
ferences as reflected by inscriptions in washrooms
with results strikingly different from earlier studies.
Albrecht, Gunter. "Zur Stellung historischer Forschungsmethoden und nicht-reaktiver Methoden im
System der empirischen Sozialforschung." Kolner
Zeitschrift fur Soziologie und Sozialpsychologie, 16,
pp. 242-93. Mainly on methodology; argues for
graffiti as a useful tool.
Alexander, Bob. "Male and Female Restroom
Graffiti." Maledicta: The International Journal of
Verbal Aggression, 2 (Summer-Winter 1978), pp.
42-59.
Tests traditional
hypotheses of sex
differences.
Anderson, Stephen J., and William S. Verplanck.
"When Walls Speak, What Do They Say." The Psy
chological Record, 33 (Summer 1983), pp. 341-59.
Graffiti as a social barometer.
Arluke, Arnold, Lanny Kutakoff, and Jack Levin.
"Are the Times Changing? An Analysis of Gender
Differences in Sexual Graffiti." Sex Roles, 16 (Janu
ary 1987), pp. 1-7. Examines the assumption that
the gender gap has narrowed over time in the writ
ing of graffiti.
Barick, Mac E. "The Growth of Graffiti."
Forum, 7 (October 1974), pp. 273-75.

Folklore

Bates, John A., and Michael Martin. "The Thematic
Content of Graffiti as a Nonreactive Indicator of
Male and Female Attitudes." The Journal of Sex Re
search, 16 (November 1980), pp. 300-15. Contra
dicts earlier studies, such as Kinsey's, in showing
that women write more graffiti than do men and
express more hostile, sexual, or issue-related
content.
Baudrillard, Jean. "I graffiti di New York, owero I'insurrezione attraverso i segni." La Critica Sociologica,
29 (Spring 1974), pp. 148-50 (Part I); 31 (Autumn
1974), pp. 6-10 (Part II). Graffiti as modern urban
alternatives to the languages and signs of an op
pressive and racist society.
Bilodau, Denyse. "Du cru sur le mur." Etudes Litteraires, 19 (Fall 1986), pp. 67-79. The subversive
thrust of graffiti found in Quebec.
Blake, C. Fred. "Graffiti and Racial Insults: The Ar
chaeology of Ethnic Relations in Hawaii." In Richard
A. Gould and Michael B. Schiffer, eds., Modern Ma
terial Culture: The Archaeology of Us. New York:
Academic Press, 1981. Ethnological study of racial
remarks.
Bourke, John G. Scatological Rites of All Nations.
Washington, D.C.: W. H. Lowdermilk & Co., 1891.
Bratley, Carol. "Boston's Graffiti Board." The
American City, 86 (April 1971), pp. 138, 140. Re
ports on a "graffiti board," set up by the city's Mu
nicipal Public Relations Department, on which
people were allowed to write.
Brown, Wain K. "Graffiti, Identity and the Delin
quent Gang." International Journal of Offender
Therapy, 22 (1978), pp. 46-48. Graffiti as a means
of transmitting messages, securing individual recog
nition, displaying personal associations, and delin
eating territorial boundaries.
Bruner, Edward M., and Jane Paige Kelso. "Gender
Differences in Graffiti: A Semiotic Perspective."
Women's Studies International Quarterly, 3 (1980),
pp. 239-52. Restroom graffiti understood as com
munication for the same sex, with the distinctions

Gonos, George, Virginia Mulkern, and Nicholas
Poushinsky."Anonymous Expression:A Structural
View of Graffiti." Journalof American Folklore,89
Buser,Mary M., and FernandaFerreira."Models,
(January-March1976),pp. 40-48. Contradictsthe
Frequency,and Content of Graffiti." Perceptualand
idea that graffiti directly reflect the collectivecon
Motor Skills,51 (October 1980), p. 582. Frequency
science;maintainsthat graffiti expresstaboos,rath
and content of graffiti largely determined by the
er than sociallyacceptedvalues.
content and number of preexistinggraffiti.
"Graffiti HelpsMental Patients."ScienceDigest,75
Calet,Henri.Lesmursde Fresnes.Paris:LesEditions
(April 1974), pp. 47-48. On Chicago psychiatrists
des QuatreVents, 1945. Recordsprisongraffiti left
who encouragepatients' graffiti as a way of pro
by inmatesinvolvedin the anti-fascistresistance.
moting communication.
Castleman,Craig. Getting Up: Subway Graffiti in
Grider,SylviaAnn. " Consafos: Mexican-Americans,
New York.Cambridge,Mass.: MIT Press,1982. An
Namesand Graffiti." Journalof American Folklore,
in-depth study of the graffiti-writing phenomenon,
88 (April-June 1975), pp. 132-42. Studyof the un
by an anthropologist.
translatableChicano expressioncon safos, which,
between the writings of each gender reflecting its
socialposition.

Collins,ThomasB., and PaulBatzle."Method of In
creasingGraffito Responses."Perceptualand Motor
Skills,31 (December1970), pp. 733-34.
D'Angelo, FrankJ. "Fools' Namesand Fools'Faces
Are Always Seen in Public Places: A Study of
Graffiti." TheJournalof PopularCulture, 10 (Sum
mer 1976), pp. 102-09.
Davitt,Michael.Leavesfrom a PrisonDiary: or, Lec
tures to a SolitaryAudience. London: Chapman&
Hall, 1885. Containsa sectionon prisongraffiti.
Deiulio,Anthony M. "Desk Top Graffiti: Scratching
Beneaththe Surface."Journalof Researchand De
velopmentin Education,7 (Fall1973),pp. 100-04.
Graffiti on students' desks provide insights which
can be useful in reforming curricula.
Doyle, Charles Clay. "Folk Epigraphyby Subtrac
tion." Midwestern Journal of Languageand Folk
lore, 7 (Spring 1981), pp. 49-50. On defacing
written instructionsor official messages.
Dundes,Alan. "Here I Sit: A Studyof AmericanLatrinalia." Kroeber Anthropological Society Papers,
34 (Spring 1966), pp. 91-105. Coins the term latrinalia; advancesthe ideasthat graffiti writing de
rives from the impulse to smear feces or dirt on
walls and that there are more male than female
graffiti becausemen, envious of pregnancy,con
centrateon anal creativity.
Ellis,Havelock.TheCriminal.(1890).3rd ed., revised
and enlarged, London: Walter Scott; New York:
CharlesScribner'sSons,1903. A study of prisonin
scriptionsviewed from the standpoint of "criminal
anthropology."
Farr,Jo-Ann,and Carol Gordon. "A PartialReplica
tion of Kinsey'sGraffiti Study." TheJournalof Sex
Research,11 (May 1975), pp. 158-62. Kinseyhy
pothesizedthat sexualgraffiti reflected the extent
and natureof the suppressedsexualdesiresof men
and women. The presentstudyshowsan increasein
the percentageof erotic homosexualgraffiti made
by both sexes.
Feiner,Joel S., and Stephan Marc Klein. "Graffiti
Talks."SocialPolicy,12 (Winter 1982), pp. 47-53.
Graffiti interpreted as the display of mainstream
adolescent development, its style deriving from
comic books, signs, and from the need to write
quickly,with large musclemovements.
Fenn,E. A. Humphrey."The Writing on the Wall."
HistoryToday,19 (June1969), pp. 419-23. Investi
gates prisongraffiti from the sixteenthcentury.
Ferenczi,Sandor.Sexin Psychoanalysis.
New York:
BasicBooks,1950. Discusses
a casestudy whereby
toilet inscriptionsof an obscenenature resulted in
neurotic repressionin one of Ferenczi'spatients.
Fraser,Bruce."Meta-Graffiti." Maledicta: TheInter
national Journal of Verbal Aggression,4 (Winter
1980),pp. 258-60. Studyof creatorsof graffiti.
Gadpaille,W. J. "Graffiti: Its Psychodynamic
Signif
icance." SexualBehavior,2 (November1971), pp.
45-51. A key study, discussingmotivations.
Glazer,Nathan."On SubwayGraffiti in New York."
PublicInterest,Winter 1979,pp. 3-1 1. Graffiti writ
ing viewed as criminal behavior.

inscribedwith one's name,actsas a safeguard.The
author concludesthat the conceptionof graffiti var
iesfrom cultureto culture and that Mexican-Ameri
cansdo not regardgraffiti as defacementof public
property.
Grotjahn, Martin. Beyond Laughter. New York,
Toronto, London: McGraw-Hill Book Co., 1957.
A psychoanalytic interpretation of the Kilroy
phenomenon.
Horsley,Rev.J. W. Jottings from Jail. London: T.
FisherUnwin, 1887. Frequentlyreferredto by social
scientists;maintainsthat only inscriptionsmade by
prisonersare worth considering.

Motor Skills, 25 (December 1967), pp. 711-12.
Study of whether specific graffiti are unique to a
particulartype of building and the population using
that building.
Laurent, Emile. Les Habituesdes prisons de Paris.
Prefaceby A. Lacassagne.
Lyon:A. Storck; Paris:G.
Masson, 1890. Includesa chapter on the "beauxarts" in prisonsand another on tattoos.
Legman,Gerston. The Hornbook: Studiesin Erotic
Folklore and Bibliography. New York: University
Books,1964. Graffiti interpretedby an authority on
erotic folklore.
Ley, David,and RomanCybriwsky."Urban Graffiti
asTerritorialMarkers."Annalsof the Associationof
American Geographers,64 (December1974), pp.
491-505. Graffiti used by teenage gangs to mark
off their turf or area of control.
Loewenstine,Harold V., George D. Ponticos,and
Michele A. Paludi. "Sex Differencesin Graffiti as
Communication Style." The Journal of Social Psy
chology, 117 (August 1982), pp. 307-08.
Lomas,HarveyD. "Graffiti: SomeObservationsand
Speculations." The Psychoanalytic Review, 60
(Spring 1973), pp. 71-89.
. "Graffiti: SomeClinicalObservations."The
Psychoanalytic
Review,63 (Fall 1976), pp. 451-57.
Writing on walls is a destructiveact.

Hougan, Jim. "Kilroy's New Message." Harper's
Magazine,245 (November1972), pp. 20, 22, 24,
26. The politicizationof graffiti in men's restrooms.

Lombroso,Cesare.Le piu recentiscoperteed applicazioni della psichiatriaed antropologia criminale.
Turin: FratelliBocca,1893.

Jefferson,RolandS. "Black Graffiti: Imageand Im
plications." The BlackScholar,7 (January-February
1976), pp. 11-19. Graffiti understoodas an alter
nativeform of expressionfor problemsof the black
community, traditional avenues often being
blockedby white America.

. Les Palimpsestesdes prisons. Lyon: A.
Storck; Paris: G. Masson, 1894. This important
sourcebook uses prison graffiti to investigatethe
moral and psychologicalstate of prisoners.

Jimenez,A. Picardiamexicana.(1960). 15th ed.,
MexicoCity: Libro Mex, 1963.
Jorgenson,Dale O., and Charles Lange. "Graffiti
Content asan Indexof PoliticalInterest." Perceptual
and Motor Skills,40 (April 1975), pp. 616-18.
Jorgenson,Dale O., Phillip Guadabascio,Claudia
Higginson,DavidSutton, and JanetWatkins. "Con
tents of Graffiti and BumperStickersas Measuresof
PoliticalBehavior."Perceptualand Motor Skills,45
(October 1977), p. 630.
Kinsey,Alfred Charles, Wendell Baxter Pomeroy,
and Clyde E. Martin. SexualBehaviorin the Human
Female.Philadelphiaand London: W. B. Saunders
Co., 1953. Includescomparativestudyof men'sand
women's toilet inscriptions.
Kohl, Herbert,and JamesHinton. "Names, Graffiti
and Culture." In Thomas Kochman, ed., Rappin'
and Stylin'Out. Urbana,Chicago,and London: Uni
versityof IllinoisPress,1972. Earlyrecognitionof im
portance of street graffiti to the sociological
investigationof urban youth.
Klofas,John M., and CharlesR. Cutshall."The So
cial Archeology of a JuvenileFacility: Unobtrusive
Methods in the Study of Institutional Cultures."
QualitativeSociology,8 (Winter 1985),pp. 368-87.
Proposesthe study of graffiti as an unobtrusive
method for understanding the process of
socialization.
Korytnyk,Natalie,and DavidV. Perkins."Effects of
Alcohol VersusExpectancyfor Alcohol on the Inci
dence of Graffiti Following an ExperimentalTask."
Journalof Abnormal Psychology,92 (August 1983),
pp. 382-85.
Kris, Ernst.PsychoanalyticExplorationsin Art. New
York: InternationalUniversityPress,1952. A reprint
of articlesfirst publishedin the 1930sand 1940s;
includesbrief commentson a blasphemousRoman
graffito.
Landy,Eugene,and John M. Steele."Graffiti as a
Function of Building Utilization." Perceptualand

Longenecker,Gregory J. "Sequential ParodyGraf
fiti." WesternFolklore,36 (October1977),pp. 35464.
Lucca,Nydia, and Angel M. Pacheco."Children's
Graffiti: VisualCommunicationfrom a Developmen
tal Perspective."TheJournalof GeneticPsychology,
147 (December1986), pp. 465-79. Graffiti reveal
ing children's self-identity and affective-romantic
interpersonalrelationships.
Luquet,GeorgesHenri."Sur la survivancedescaracteres du dessinenfantin dans des graffiti a indica
tions sexuelles."Anthropophyteia, 7 (1910), pp.
196-202. Identifies spontaneous characteristics
that survivein adult contemporarygraffiti; distin
guishes between "visual" (optical) and "logical"
(conceptual)realism.
. "Sur un casd'homonymiegraphique: sexe
et visagehumain." Anthropophyteia,7 (1910), pp.
202-06.
. "Representationde la vulvedanslesgraffiti
contemporains." Anthropophyteia, 8 (1911), pp.
210-14. Concentrateson the inherent characteris
tics of graffiti.
. "Figuration possiblede la vulve dans I'ecriture pictographique de la Crete minoenne."
Anthropophyteia,8 (1911), pp. 215-16. Contem
porarygraffiti usedto decodea pictographicsign.
. "Sur les caracteresdes figures humaines
dans I'art paleolithique." L'Anthropologie, 21
(1910),pp. 409-23. Modern graffiti usedto explain
prehistoricart.
. "Degenerescences
alphabetiquesdu visage
humain dans les graffiti contemporains." Revue
d'ethnographie et de sociologie, 5 (March-April
1914),pp. 92-96. Assertsthat studyinggraffiti can
shed light on primitiveand prehistoricart.
McGlynn, Paul."Graffiti and Slogans:Flushingthe
Id." The Journal of PopularCulture, 6 (Fall 1972),
pp. 351-56.
McLean,William. "Graffiti." In EncyclopediaUniver
salis,vol. 7. Paris:EncyclopaediaUniversalisFrance,
1968. A good introduction to the subject.

. Contribution a I'etude de I'iconographie Rudin,LawrenceA., and Marion D. Harless."Graf
populairede Terotisme.Paris:G. P. Maisonneuveet fiti and Building Use: The 1968 Election." Psycho
logical Reports,27 (October 1970), pp. 517-18.
Larose,1970.
Suggeststhat far more researchis needed before
Macioti, I., and M. d'Aurato. "I graffiti dell'univer- graffiti can be consideredunobtrusivemeasuresof
sita." Critica Sociologica,41 (Spring 1977), pp. socialand political predilections.
122-51 . On the oppositionexpressedby Italianstu
dents who viewed the whitewashing of university Schwartz,Marc J., and John F. Dovidio. "Reading
Betweenthe Lines:PersonalityCorrelatesof Graffiti
wallsasan act signifyingthe eliminationof the "cre
Writing." Perceptualand Motor Skills,59 (October
ative inheritanceof the movement."
1984), pp. 395-98. Graffiti writing not asa destruc
Mailer, Norman. The Faith of Graffiti. Photographs tive act but asone that allows individualsto express
by Mervyn Kurlanskyand Jon Naar. New York: themselves.
Praeger,1974. Graffiti as modern collectivecave
Sechrest,Lee,and JanetBelew."NonreactiveMea
painting.
suresof SocialAttitudes." Applied SocialPsychology
The Merry-Thought: or, the Glass-Windowand Annual, 4 (1983), pp. 23-63. Assesses
methodolo
Bog-HouseMiscellany.Publishedby Hurlo Thumbo, gy for using graffiti in studying attitudes between
printed for J. Roberts.Part 1 (London, 1731), Parts the sexesand betweendifferent culturesand socio
2-4 (n.d.). Reprint,LosAngeles: Universityof Cali
economiclevels.
fornia, The AugustanReprintSociety,1982 (Part 1),
1983 (Parts2-4). Includeswhat is believedto be Sechrest,Lee, and Luis Flores."Homosexualityin
the Philippinesand the United States: The Hand
one of the earliestcollectionsof graffiti.
writing on the Wall." TheJournalof SocialPsycholo
Mockridge, Norton. The Scrawlof the Wild: What gy, 79 (October 1969), pp. 3-12. Comparative
People Write on Walls and Why. Clevelandand study of graffiti from men's restroomsin Chicago
New York: World PublishingCo., 1968. Popularized and Manila with respectto homosexuality.
notions borrowed from the socialsciences.
Sechrest,Lee, and A. Kenneth Olson. "Graffiti in
Olowu, A. A. "Graffiti Hereand There." Psychologi FourTypesof Institutionsof HigherEducation."The
cal Reports,52 (June 1983), p. 986. Graffiti from Journalof SexResearch,7 (February1971),pp. 62lavatoriesof British universitiescomparedto those 71. Studyof socio-economiceffectson the content
of Nigeria.
of graffiti in male latrines.
Pennebaker,JamesW., and DeborahYates Sand Solomon, Henry,and Howard Yager. "Authoritar
ers. "American Graffiti: Effects of Authority and ianism and Graffiti." Journalof SocialPsychology,
ReactanceArousal." Personalityand SocialPsychol 97 (October 1975),pp. 149-50. Examinesthe rela
ogy Bulletin,2 (Summer1976), pp. 264-67.
tionship of authoritarianism to graffiti, positing
Peretti,Peter0., RichardCarter,and Betty McClinton. "Graffiti and AdolescentPersonality."Adoles
cence, 12 (Spring 1977), pp. 31-42. Graffiti as
outward manifestationsof the early stagesof ado
lescent personality: sexual maturity, self-identity,
idealism,gender, iconoclasm,and rebelliousness.

graffiti as a safetyvalvefor repressedimpulses.

Praetorius,Numa [Magnus Hirschfeld]."Homosexuelle Pissoirinschriften
aus Paris."Anthropophyteia,
8(1911), pp. 410-22.

Stocker,TerranceL., LindaW. Dutcher,StephenM.
Hargrove,and Edwin A. Cook. "Social Analysisof
Graffiti." Journalof American Folklore,85 (1972),
pp. 356-66. Graffiti as an accuratebarometer of
socialattitudes.

Prinzhorn,Hans.Bildnereider Gefangenen.Berlin:
Axel Juncker,1926. A critique of earlierstudies(by
Laurent, Ellis,Gross,and Lombroso)of the visual
productionsof prisoners,arguing that a great num
ber of drawingsare found in museumsof criminol
ogy and that some of them belong to a kind of
which Kubin and Goya are the legitimate masters.
Believesthat prisongraffiti do not providea glimpse
into the individualpsyche,but if viewed collectively
can be revealing.
Read,Allen Walker. LexicalEvidencefrom Folk Epi
graphy in Western North America: A Glossorial
Studyof the Low Elementin the EnglishVocabulary.
Paris:[privatelyprinted], 1935.Graffiti asa universal
form of folklore invaluableto historians,folklorists,
psychologists,sociologists,and linguists.
Reich,Wendy, RosalieBuss,Ellen Fein, and Terry
Kurz. "Notes on Women's Graffiti." Journal of
American Folklore,90 (October-December1977),
pp. 188-91. Discussionof differences between
women's and men's graffiti and the social factors
contributing to thesedifferences,with emphasison
lesbianand feminist graffiti.
Reiskel,K. "SkatologischeInschriften." Anthropo
phyteia, 3 (1906), pp. 244-46.
Reisner,Robert. Graffiti: Two Thousand Yearsof
Wall Writing. New York: CowlesBook Co., 1971.
"Revolution on the Walls." The Nation, August 5,
1968, pp. 84-85. On the graffiti associatedwith
the 1968 student uprising in Paris.

Stewart, Susan."Ceci tuera cela: Graffiti as Crime
and Art." In John Fekete,ed., Life After Postmod
ernism: Essayson Valueand Culture.New York: St.
Martin's Press,1987. Graffiti and the paradoxesof
consumerculture.

Arnheim, Rudolf. "The Rationaleof Deformation."
Art Journal,43 (Winter 1983),pp. 319-24.
Baecque,Antoine de. La Caricaturerevolutionnaire.
Preface by Michel Vovelle. [France]: Pressesdu
CNRS,Librairie du Bicentenairede la Revolution
Franqaise,1988.
Bate,Jonathan."Shakespearean
Allusion in English
Caricature in the Age of Gillray. Journal of the
Warburg and Courtauld Institutes,49 (1986), pp.
196-210.
Baudelaire,Charles."1846: LeSaloncaricatural,cri
tique en vers et contre tous, illustree de soixante
caricaturesdessineessur bois." Paris:Charpentier,
1846. Published in Le Manuscrit autographe, 5
(July-August 1930), pp. 1-14. Illustratedpoems.
. "De I'essencedu rire et generalementdu
comiquedans lesarts plastiques"; "QuelquesCaricaturistes franqais"; "Quelques Caricaturistes
etrangers." In Baudelaire:Oeuvrescompletes,vol.
2. Edited by Claude Pichois.Paris:Gallimard [Bibliothequede la Pleiade],1976.
. "On the Essenceof Laughter." In The Mir
ror of Art: Critical Studies by CharlesBaudelaire.
Translatedand edited by JonathanMayne. Garden
City, N.Y.: Doubleday,Anchor Books,1956.
Bayard,Emile.La Caricatureetles caricaturistes.Par
is: LibrairieCh. Delagrave,[1901]. Primarilyon nine
teenth-centuryFrenchcaricaturists.
Bergson,Henri. Le Rire: Essaisur la significationdu
comigue. Paris:F. Alcan, 1900. Englishtranslation
in Wylie Sypher,ed., Comedy.(1956).Reprint,Balti
more and London: JohnsHopkinsUniversityPress,
1980.
Blum, Andre. "L'Estampesatiriqueet la caricature
en Franceau XVIIIesiecle." Gazettedes beaux-arts,
1910. A seriesof sevenarticles.
. La Caricaturerevolutionnaire: 1789-1795.
Paris:Jouve& Cie, 1916.
. L'Estampesatiriqueen Francependant les
guerres de religion. Paris: M. Giard & E. Briere,
1916. Sixteenth-centurycaricatureswithin their po
litical and religiouscontexts.

Wales, Elizabeth,and BarbaraBrewer. "Graffiti in
the 1970s." The Journal of SocialPsychology,99
(June 1976), pp. 115-23. Femaleswrite more
graffiti than males,and while femalespredominant
ly write romanticinscriptions,this dependson socio
economic level, upper levelswriting less romantic
and more erotic material.

. "La caricaturepolitique sous la monarchie
dejuillet." Gazettedesbeaux-arts,62 (March-April
1920),pp. 257-77.

Webb, Nick. "Borderline Creativity." Interchange,
16 (1985), pp. 94-1 02. Examinesthe creativevalue
of graffiti, an exampleof borderlineart; concludes
that art educatorsshould be open to such "cre
ative" endeavors.

Brinton, Selwyn.The EighteenthCenturyin English
Caricature.London: A. Siegle,1904.

"Women's Wallflowerings." PsychologyToday,13
(August 1979),p. 12. Graffiti in women's restrooms
seenas collectiveconversation.

Caricature
Publicationsrelating to metamorphic imagery are
givenin a separatesectionfollowing the generallist
ings on caricature.
Adhemar, Jean. "Les Journaux amusants et les
peintres cubistes." L'Oeil, 4 (April 15, 1955), pp.
40-42. On contributions of artists such as Villon
and Gristo journals like L'Assietteau beurreand Le
Rire.

. Imageriepopulairefranqaise.Milan: Electa,
Rhyne,LindaD., and LeonardP. Ullmann."Graffiti:
A NonreactiveMeasure."ThePsychological
Record, 1968.
22 (Spring 1972), pp. 255-58.
Alexandre,Arsene.L'Art du rire et de la caricature.
Paris: Quantin, Librairies-lmprimeries Reunies,
Romotsky,Jerry,and SallyR. Romotsky."L.A. Hu
man Scale:StreetArt of LosAngeles." TheJournal [1892], A comprehensivehistoryof caricaturefrom
Egyptto France.
of PopularCulture, 10 (Winter 1976), pp. 653-66.

Boime, Albert. "Jacques-LouisDavid, Scatological
Discoursein the FrenchRevolution,and the Art of
Caricature."Arts Magazine,62 (February1988),pp.
72-81.

Caricatureand Its Rolein GraphicSatire(exh. cat.).
Providence: Brown University; Museum of Art,
RhodeIslandSchoolof Design,1971.
"La Caricature": Bildsatire in Frankreich 18301835 aus der Sammlung von Kritter (exh. cat.).
WestfalischesLandesmuseumfur Kunst und Kulturgeschichte; Gottingen: Kunstgeschichtliches
Seminarder UniversitatGottingen, 1980.
"Caricaturesfranchiseset etrangeresd'autrefois et
d'aujourd'hui." Arts et metiersgraphiques,31 (Sep
tember 15, 1932).A specialissuedevotedto Euro
pean caricatures.
Champfleury[Jules-Franqois-Felix
Husson].Histoire
de la caricature antique. Paris: Editions Dentu,
[1865],
. Histoire de la caricature moderne. Paris:
EditionsDentu, [1865],
. Histoirede la caricaturesousla Republique,
TEmpireet la Restauration.Paris: Editions Dentu,
[1874],
. Histoirede la caricatureau moyen age et
sous la renaissance.2nd ed., enlarged, Paris: Edi
tions Dentu, [1875],

. Histoirede la caricaturesous la reforme et
la ligue: LouisXIIIa LouisXVI. Paris:EditionsDentu,
[1880],
. Le Museesecretde la caricature.Paris:Edi
tions Dentu, 1888.

TheFranco-Prussian
Warand the Communein Cari
cature, 1870-71. London: Victoria and Albert Mu
seum, 1971. On a collection of caricaturesin the
Departmentof Printsand Drawingsof the Victoria
and Albert Museumsince 1887.

Clark,Kenneth.TheDrawingsof Leonardoda Vinci
in the Collectionof Her MajestyTheQueenat Wind
sor Castle.3 vols. 2nd ed., revisedwith the assist
anceof Carlo Pedretti,London: Phaidon,1968-69.

French Caricature and the French Revolution,
1789-1799 (exh. cat.). Los Angeles: Grunwald
Centerfor the GraphicArts, Wight Art Gallery,Uni
versityof California, 1988.

Miguel Covarrubias:Caricatures(exh. cat.). Beverly
J. Coxand DennaJonesAnderson,with essaysby Al
Hirschfeldand Bernard F. Reilly,Jr., Foreword by
Alan Fern.Washington, D.C.: SmithsonianInstitu
tion Press,for the NationalPortraitGallery,1985.

Freud,Sigmund.TheStandardEditionof the Com
plete PsychologicalWorksof SigmundFreud,vol. 8:
Jokesand TheirRelationto the Unconscious.Trans
lated by JamesStrachey.(1960). Reprint, London:
Hogarth Press,1986.

Miguel Covarrubias:Homenaje. Edited by Lucia
Garcia-Noriegay Nieto. MexicoCity: Centra Cultural/Arte Contemporaneo,1987.
Cuno, James."CharlesPhiliponand La MaisonAubert: The Business,Politics,and Publicof Caricature
in Paris, 1820-1840." Ph.D. dissertation,Flarvard
University,1985.
. "The Businessand Politicsof Caricature:
CharlesPhiliponand La Maison Aubert." Gazette
des beaux-arts,106 (October 1985), pp. 95-1 12.
Dayot,Armand PierreMarie. LesMaitres de la cari
cature franqaiseau dix-neuviemesiecle.Paris:Mai
son Quantin, 1888.
Deberdt, Raoul.La Caricatureet I'humour franqais
au dix-neuviemesiecle. Paris: Librairie Larousse,
[1898], Recognitionof the sociopoliticalimportance
of caricatures.
Le dessind'humour, du XVe sieclea nosjours (exh.
cat.). Paris:BibliothequeNationale,1971.
Dewdney,A. K. "Computer Recreations:The Cornpleat Computer Caricaturistand a WhimsicalTour
of FaceSpace."ScientificAmerican, 255 (October
1986), pp. 20-24, 27-28. Relationof computergeneratedcaricaturesto cognitiveprocesses.

tation of Leonardo'sdrawingsof grotesqueheads.
Gombrich, Ejrnst] Hjaas],and Ejrnst] Kris. Carica
ture. Harmondsworth, Middlesex, England: Pen
guin, 1940.A key study examiningthe functions of
the comic in history(e.g., moralizing,propagandis
ts, black magic),the reasonsfor the late appear
ance of caricatureproper,and its history.
Gopnik, Adam. "High and Low: Caricature,Primitivism, and the Cubist Portrait." Art Journal, 43
(Winter 1983),pp. 371-76.
Gould, Ann. "La Gravure politique de Hogarth a
Cruikshank."Revuede I'art, 30 (1975),pp. 39-50.

Grose,Francis."Rulesfor DrawingCaricaturaswith
Fuchs,Eduard. Die Karikaturen der europaischen an Essayon Comic Painting." In The Analysis of
VolkervomAltertum biszur Neuzeit.Berlin:A. Hof- Beautyby William Hogarth and Rulesfor Drawing
Caricaturaswith an Essayon Comic Painting by
mann, 1901.
FrancisGrose.London: Printedfor SamuelBagster,
. Die Karikaturen der europaischenVolker 1791. Brief instructions,with illustrations,on how
vomJahre 1848 biszur Gegenwart.2nd ed., Berlin: to draw caricaturesand make a comic picture.
A. Hofmann, 1906.
Olaf Gulbransson: Werke und Dokumente (exh.
. Die Frau in der Karikatur. Munich: Albert cat.). Nuremburg: Archiv fur Bildende Kunst am
Langen,1906.
Germanischen Nationalmuseum Nurnberg; Mu
nich: PrestelVerlag, 1980.
Gaertner,Susanna."Europe'sBiggestand BestCar
toons Museum." Connoisseur,218 (March 1988),
pp. 162, 164. Addressesthe collection of carica
tures and cartoonsin Basel.

Hanson,Anne Coffin. "Manet's SubjectMatter and
a Sourceof PopularImagery."Museum Studies,3.
Chicago:The Art Instituteof Chicago: 1968.

Garcin, Laure.J. J. Grandville: Revolutionnaireet
precurseurde I'art du mouvement. Paris:Eric Losfeld, 1970.

. "PopularImageryand the Work of Edouard
Manet." In Ulrich Finke, ed., French NineteenthCenturyPaintingand Literature.Manchester:Man
chesterUniversityPress,1972.

Gaultier, Paul. Le Rire et la caricature. Paris: Hachette, 1906.

Henderson,ErnestFlagg.Symboland Satirein the
George, Mary Dorothy. EnglishPoliticalCaricature French Revolution.New York and London: G. P.
1793-1832: A Study of Opinion and Propaganda. Putnam'sSons,1912.
Oxford: ClarendonPress,1959.
Herding, Klaus, and Otto Gunter, eds. "Nervose
. Hogarth to Cruikshank:Social Changein Auffangsorganedes inneren und ausserenLebens"
GraphicSatire.London: Allen Lane,Penguin,1967. Karikaturen (exh. cat.). Giessen: Anabas Verlag,
1980. A series of essays with an excellent
Concentrateson graphicsocialsatire,includingcari
catures,before the advent of illustratedjournalism. bibliography.

Getty, Clive F. "Grandville: Opposition Caricature Hill, Draper.Mr. Gillray the Caricaturist:A Biogra
and Political Harassment." The Print Collector's phy. [London]: Phaidon,[1965],
Newsletter,14 (January-February1984), pp. 197—
. Fashionable Contrasts: Caricatures by
201. Investigateswhy Grandville'scareeras a politi
JamesGillray.London: Phaidon,1966.
cal caricaturistcame to an end.
Hofmann, Werner. Caricature from Leonardo to
Gianeri,Enrico.Storiadellacaricaturaeuropea.Flor
Picasso.Translatedby M.H.L. New York: Crown,
ence: Vallecchi,1967.
Duche,Jean.Deuxsieclesd'histoirede Francepar la
1957. A short history of Western caricature; in
caricature,1760-1 960. Paris:Editionsdu Pont Roy
Goldstein,RobertJustin."Approval First,Caricature cludesa discussionof caricature'srelation to high
al, 1961.
Second:FrenchCaricaturists,1852-81." The Print art.
Collector's Newsletter, 19 (May-June 1988), pp.
EnglishCaricature,1620 to the Present:Caricatur
"Baudelaireet la caricature." Preuves,18
ists, Their Art, Their Purposeand Influence (exh. 48-50. On the effects of the "authorization rule"
(May 1968),pp. 38-43.
on
caricatures.
cat.). London: Victoriaand Albert Museum, 1984.
Holme,Charles.Daumierand Gavarni.London,Par
Gombrich, E[rnst]Hjaas]."Imagery and Art in the
"EnglishCaricature,1620 to the Present."Art and
is, and New York: Officesof "The Studio," 1904.
RomanticPeriod." BurlingtonMagazine, 191 (June
Artists, August 1985, p. 34.
Huart, Louis. Museum parisien: Histoire physiolo1949),pp. 153-58. Reprintedin "Meditations on a
Everitt, Graham. EnglishCaricaturistsand Graphic Hobby Horse" and Other Essayson the Theoryof
gique, pittoresque,philosophiqueet grotesque de
Humouristsof the Nineteenth Century: How They Art. London: Phaidon,1963. Maintainsthat the Ro
toutes les betes curieusesde Pariset de la banIllustratedand Interpreted Their Times.London: S.
mantic movementsanctioneda marriagebetween lieue—350 vignettespar MM. Grandville,Gavarni,
Sonnenschein,Le Bas& Lowrey, 1886.
Daumier,Travies,Lecurieuret Henri Monnier. Paris:
art and popular imagery.
Beauger& Cie, 1841.
Farwell,Beatrice.The Cult of Images(Le Culte des
. "The Experimentof Caricature."In Art and
images): Baudelaireand the Nineteenth-Century
Kahn, Gustave.Das Weib in der Karikatur FrankIllusion:A Studyin the Psychologyof PictorialRepre
Media Explosion(exh. cat.). Santa Barbara,Calif.:
sentation. The A. W. Mellon Lecturesin the Fine reichs.Stuttgart: H. Schmidt,[pref. 1907], Profusely
UCSBArt Museum, Universityof California, 1977.
Arts, 1956. Bollingen seriesXXXV, 5. New York: illustrated.
Showsthat Baudelaire'sinterestin popular imagery
PantheonBooks,1960. Supportshis views with ar
Klingender,FrancisDonald,ed. Hogarthand English
was sharedby the practitionersof "high art."
guments advancedby RodolpheTopffer, thereby Caricature.London and New York: Transatlantic
. French Popular Lithographic Imagery, taking issuewith earlier definitions of caricature. Art, 1944.
Positshis own definition basedon independenceof
1815-1870, vol. 8: ContemporaryEventsand Cari
Kozloff, Max. "The Caricaturesof GiambattistaTiecatures.Chicagoand London: Universityof Chicago caricaturefrom the study of nature.
polo." Marsyas,10 (1961), pp. 13-33.
Press,1988. Lithographicimageryfrom the restora
—
. "The Maskand the Face:The Perceptionof
tion to the Communewhich commentson contem
Kris,Ernst."The Psychologyof Caricature."Interna
PhysiognomicLikenessin Life and in Art." In Gom
poraryevents.
17 (July1936),pp.
brich,JulianHochberg,and Max Black,Art, Percep tionalJournalof Psycho-Analysis,
Ferment,Claude."Le CaricaturisteTravies,la vie et
tion and Reality.Edited by Maurice Mandelbaum. 285-303. Originallypublishedin Imago,20 (1934)
I'oeuvre d'un 'prince du guignon' (1804-1859)."
Baltimore and London: Johns Hopkins University pp. 451-66.
Gazette des beaux-arts,99 (February 1982), pp.
Press,1972. Elaborationof ideasfirst propounded
. PsychoanalyticExplorationsin Art. New
63-78.
in "The Experimentof Caricature."
York: InternationalUniversityPress,1952. Reprints
Kris's articles published in the thirties and forties,
Fingesten,Peter. "Delimitating the Concept of the
"The GrotesqueHeads."In TheHeritageof
includingthe two on caricaturecited here.
Grotesque."Journalof Aestheticsand Art Criticism, Apelles:Studiesin the Art of the Renaissance.
Itha
42 (Summer1984), pp. 419-26.
ca, N.Y.: CornellUniversityPress,1976.An interpre- Kris,Ernst,and Ernst[Haas]Gombrich."The PrinciDolan,Therese."Upsettingthe Hierarchy:Gavarni's
Les Enfants terribles and Family Life During the
'Monarchie de Juillet.'" Gazette des beaux-arts,
109 (April 1987),pp. 152-57. Analysisof how Ga
varni's seriesof satirical prints sheds light on the
sociopoliticalrealitiesof the 1840s.

<
u

oc

<

U

435

pies of Caricature." The British Journal of Medical
Psychology, 17 (1938), pp. 319-42. Brief survey of
caricature, followed by inquiry into underlying psy
chological mechanism and why this form of pictorial
play developed later than verbal play.
Kunzle, David. " 'Les Miserables de Victor Hugo, lus,
medites, commentes et illustres par Cham' (1862—
63)." Gazette des beaux-arts, 106 (July-August
1985), pp. 22-34. On the series of caricatures by
Cham published in the Journal amusant.
"Goethe and Caricature: From Hogarth to
Topffer." Journal of the Warburg and Courtauld In
stitutes, 48 (1985), pp. 164-88.
Lajer-Burcharth, Ewa. "Modernity and the Condi
tion of Disguise: Manet's Absinthe Drinker." Art
Journal, 45 (Spring 1985), pp. 18-26. Rag-picker in
popular publications considered as a source for
Manet.

Laughton, Bruce. "Some Daumier Drawings for
Lithographs." Master Drawings, 22, no. 1 (1984),
pp. 56-63.

Paulson, Ronald. Hogarth: His Life, Art, and Times.
2 vols. New Haven, Conn.: Yale University Press,for
the Paul Mellon Centre for Studies in British Art
(London), 1971.

Schneider, Mechthild. "Pygmalion: Mythos des
schopferischen Kunstlers. Zur Aktualitat eines Themas in der franzosischen Kunst von Falconet bis Ro
din." Pantheon, 45 (1987), pp. 111-23.

Perkins, D[avid] N. "Caricature and Recognition."
Studies in the Anthropology of Visual Communica
tion, 2 (Spring 1975), pp. 10-23.

du Seigneur, Maurice. "L'Exposition de la caricature
et de la peinture de moeurs au dix-neuvieme siecle." i Artiste, 9 (1888), pp. 433-39.

Perkins, D[avid] N., and Margaret A. Hagen. "Con
vention, Context and Caricature." In Hagen, ed..
The Perception of Pictures. New York and London:
Academic Press, 1980.

Sheon, Aaron. "Caricature and the Physiognomy of
the Insane." Gazette de beaux-arts, 88 (October
1976), pp. 145-50. Contemporary scientific illus
trations, concerning the physiognomy of the
insane and phrenology, as sources for political
caricatures.

Lucie-Smith, Edward. The Art of Caricature. Ithaca,
N.Y.: Cornell University Press, 1981.
Lynch, John Gilbert Bohun. A History of Caricature.
Boston: Little, Brown, 1927.
Mcintosh, Malcolm. "Baudelaire's Caricature Es
says." Modern Language Notes, 71 (1956), pp.
503-07.
McLees, Ainslie Armstrong. "Baudelaire and Carica
ture: Argot plastique." Symposium, 38 (Fall 1984),
pp. 221-33.
— . Baudelaire's "argot plastique": Poetic Cari
cature and Modernism. Athens, Ga.: University of
Georgia Press, 1989.
Maeterlinck, L. "La Satire animale dans les manuscrits flamands." Gazette des beaux-arts, 29 (Febru
ary 1903), pp. 149-66.
Malcolm, James Peller. An Historical Sketch of the
Art of Caricaturing with Graphic Illustrations. Lon
don: Longman, Hurst, Rees,Orme & Browne, 1813.
Inclusive approach.
Masters of Caricature: From Hogarth and Gillray to
Scarfe and Levine. Introduction and commentary by
William Feaver, edited by Ann Gould. New York: Al
fred A. Knopf, 1981 . An invaluable reference work.

436

Schapiro, Meyer. "Courbet and Popular Imagery."
Journal of the Warburg and Courtauld Institutes, 4
(1941), pp. 164-91. Reprinted in Schapiro, Modern
Art: Nineteenth and Twentieth Centuries— Selected
Papers. New York: George Braziller, 1978.
Schmied, Wieland. "Die Karikatur als Wegbereiterin
der modernen Kunst." Neue deutsche Hefte, 4, no.
40 (November 1957), pp. 728-35. Caricature as
paving the way for an understanding of modern art.

Lortel, J. "David, caricaturiste." L'Art et les artistes,
18 (March 1914), pp. 273-75.

<

The Satirical Etchings of James Gillray. Edited by
Draper Hill. New York: Dover Publications, 1976.

Paston, George. Social Caricature in the Eighteenth
Century. (1905). Reprint, New York: Benjamin
Blom, 1968.

Letheve, Jacques. La Caricature et la presse sous la
llle Republique. Paris: Armand Colin, 1961.

U

Le Musee pour rire: Dessins par tous les caricaturistes de Paris. Text by Maurice Alhon, Louis Huart,
and Ch[arles] Philipon. 3 vols. Paris: Aubert, 183940. Humorous text precedes each illustration.

Die Ruckkehr der Barbaren: Europaer und "Wilde"
in der Karikatur Honore Daumiers (exh. cat.). Edited
by Andre Stoll. Hamburg: Hans Christians Verlag,
1985.

Langlois, Claude. La Caricature contre-revolutionnaire. [France]: Pressesdu CNRS, Librairie du Bicentenaire de la Revolution Franqaise, 1988.

Leger, Charles. Courbet selon les caricatures et les
images, avec 190 reproductions en couleurs et en
noir et blanc d'apres Baudelaire, Daumier, Andre
Gill
Preface by Theodore Duret. Paris: Paul
Rosenberg, 1920.

U
or

Murrell, William. A History of American Graphic Hu
mor. Vol. 1 (1747-1865), New York: Whitney Mu
seum of American Art, 1933; vol. 2 (1865-1935),
New York: Macmillan, 1938. Reprint, New York:
Cooper Square, 1967.

— . De Daumier a Lautrec: Essaisur I'histoire de
la caricature franqaise entre 1860et 1890. Paris: Les
Beaux-Arts, 1960.

Lambourne, Lionel. An Introduction to Caricature.
London: Her Majesty's Stationery Office, 1983.

Lavin, Irving. "Bernini and the Art of Social Satire."
In Drawings by Gianlorenzo Bernini from the Muse
um der Bildende Kunste, Leipzig, German Demo
cratic Republic (exh. cat.). Princeton, N.J.: The Art
Museum, Princeton University; Princeton University
Press, 1981.

<

'Daumier and Art History: Aesthetic Judgement / Political Judgement." Oxford Art Journal, 11,
no. 1 (1988), pp. 3-24. Maintains that aesthetic dis
course is motivated by ideology.

(January-February 1988), pp. 71-75. Interprets
Daumier's series of caricatures, "Histoire ancienne,"
as a critique of false classicism, and Grandville's ref
erences to antiquity as an earlier example of myth
ology used as pretext for social satire.

Parton, James. Caricature and Other Comic Art in All
Times and Many Lands. New York: Harper & Bros.,
1877. From Pompeian wall drawings to American
caricature, this profusely illustrated book provides a
panoramic view.

. "Daumier's Expressive Heads." RACAR:
Revue d'art canadienne, 14, nos. 1, 2 (1987), pp.
135-42.

cc
3
I—

Melot, Michel. L'Oeil qui rit; le pouvoir comique des
images. Fribourg: Office du Livre, 1975.

Maurice, Arthur B., and Frederic Taber Cooper. The
History of the Nineteenth Century in Caricature.
New York: Dodd Mead & Co., 1904. Covers Europe
and America.
Maxmin, Jody. "A Hellenistic Echo in Daumier's Pen
elope?" Art International, 27 (August 1984), pp.
38-47.

Pichois, Claude. "La Date de I'essai de Baudelaire
sur le rire et les caricaturistes." Les Lettres romanes,
19 (August 1, 1965), pp. 203-16.
Pichois, Claude, and Franqois Ruchon. Iconographie
de Charles Baudelaire. Geneva: Pierre Cailler, 1960.
Includes illustrations of Baudelaire's caricatures.
Piddington, Ralph. The Psychology of Laughter: A
Study in Social Adaptation. 1933; New York: Gam
ut Press, 1963. Incorporates summaries of various
theories of laughter.

. "Courbet, French Realism, and the Discov
ery of the Unconscious." Arts Magazine, 55 (Febru
ary 1981), pp. 114-28. Caricatures as bearers of
the knowledge French artists and writers had about
the unconscious.
Shikes, Ralph E. The Indignant Eye: The Artist as So
cial Critic in Prints and Drawings from the Fifteenth
Century to Picasso. Boston: Beacon Press, 1969.

Pottier, Edmond. Les Origines de la caricature dans
I'antiquite. Annales du Musee Guimet, Bibliotheque
de Vulgarisation, 41. Paris: Hachette, 1916.

Shikes, Ralph, and Steven Heller. The Art of Satire:
Painters as Caricaturists and Cartoonists from Dela
croix to Picasso. New York: Pratt Graphics Center
and Horizon Press, 1984.

Price, Aimee Brown. "Official Artists and Not- SoOfficial Art: Covert Caricaturists in NineteenthCentury France." Art Journal, 43 (Winter 1983), pp.
365-70.

Signorini, Telemaco. Caricaturisti e caricaturati al
Caffe Michelangelo, con 48 caricature del tempo.
Florence: F. le Monnier, 1952.

Provost, Louis. Honore Daumier: A Thematic Guide
to the Oeuvre. Compiled by Provost, edited by Eliza
beth C. Childs. New York: Garland Publishing,
1989. Includes extensive bibliography, 1837 to
1980.
Ragon, Michel. Le Dessin d'humour; Histoire de la
caricature et du dessin humoristique en France. Par
is: Librairie Artheme Fayard, 1960. Charts a history
of caricatures from the Middle Ages to 1939, argu
ing that humor and the rejection of conventional
notions of beauty are elements which mark the be
ginning of modern art and its link to caricature.

Simplicissimus: Eine satirische Zeitschrift, Munchen
1896-1944 (exh. cat.). Munich: Haus der Kunst,
[1977],
Sorel, Philippe. "Les Dantan du Musee Carnavalet.
Portraits-charges sculptes de I'epoque romantique."
Gazette des beaux-arts, 107 (January 1986), pp.
1-38; (February 1986), pp. 87-102. The life and
work of the nineteenth-century caricatural sculptor
Jean-Pierre Dantan.
Sutherland Harris, Ann. "Angelo de' Rossi, Bernini,
and the Art of Caricature." Master Drawings, 13,
no. 2 (1975), pp. 158-60.

Refort, Lucien. La Caricature litteraire. Paris: Librairie
Armand Colin, 1932. Chronicles French caricature
and its relation to French history and literature.

Topffer, Rodolphe. Essai de physiognomie. (1845).
Reprint, Siegen: Massenmedium und Kommunikation an der Universitat-Gesamthochschule, 1980.

Revel, Jean-Franqois. "L'lnvention de la caricature."
L'Oeil, 109 (January 1964), pp. 12-21. Discerns ori
gins of French caricature in sixteenth-century Italy.

Veth, Cornelius. Comic Art in England. Introduction
by James Greig. London: Edward Goldston, 1930.
Includes an especially cogent chapter on George
Cruikshank. .

Rifkin, Adrian. "Well-Formed Phrases: Some Limits
of Meaning in Political Prints at the End of the Sec
ond Empire." The Oxford Art Journal, 8, no. 1
(1985), pp. 20-28.
Roberts-Jones, Philippe. "L'Antiquite selon Grandville et Daumier." Gazette des beaux-arts, 111

Veyrat, Georges. La Caricature a travers les siecles.
Paris: C. Mendel, 1895.
Wechsler, Judith. A Human Comedy: Physiognomy
and Caricature in 19th Century Paris. Foreword by
Richard Sennett. Chicago: University of Chicago

Press,1982. Examinesthe languageof caricaturein
relation to the tradition of classificationand codi
fication of human types.
. "Editor's Statement: The Issueof Carica
ture." Art Journal,43 (Winter 1983), pp. 317-18.
An invaluablesummary of caricature historiogra
phy; the editor's prefaceto elevenarticlesin a spe
cial issuedevotedto caricature.
Wright, Thomas.A History of Caricatureand Gro
tesquein Literatureand Art. [1865], Reprint,Hildesheimand New York: Georg Olms Verlag, 1976.
Metamorphic Imagery
Arcimboldo. Text by RolandBarthes,with an essay
by Achille Bonito Oliva. Milan: FrancoMaria Ricci,
1980.
TheArcimboldoEffect: Transformationsof the Face
from the Sixteenthto the Twentieth Century(exh.
cat.). Venice: Palazzo Grassi; Milan: Bompiani,
1987.
Baltrusaitis,Jurgis. "Tetes composees."Medecine
de France,no. 19 (1951), pp. 29-34. Sourcesand
diffusion of the Arcimboldesquedevice.
. Le Moyen age fantastique: Antiquites et
exotismesdansTartgothique. Paris:Armand Colin,
1955.
. Reveilset prodiges. Le gothique fantas
tique. Paris:Armand Colin, 1960.

Eluard,Paul."Les PlusBellesCartespostales."Minotaure, 1, nos. 3, 4(1933), pp. 85-100. Poetictext
by Eluard and illustrations of postcards, among
them a seriesof compositeheads.
Fantasyin Prints: An Exhibition (exh. cat.). New
York: The New York Public Library, Division of
Prints,1951. Includescompositefigures by Nicolas
de Larmessinand Petitot.
Fierens,Paul. Le Fantastiquedans Tart flamand.
Brussels:Editionsdu Cercled'Art, 1947.
>
Fuchs,Eduard.L'Element erotique dans la carica
ture. Vienna: C. W. Stern, 1906. A conciseversion
of materialthe author later publishedunderthe title
of Geschichteder erotischenKunst.

della Porta,GiovanniBattista.De humana physiognomonia. Vici Aequensis:I. Cacchium, 1586. Phy
siognomiccomparisonsbetween men and animals.
Porzio,Francesco.L'universoillusoriodi Arcimboldi.
Milan: FabbriEditori,1979.Tracesinfluenceson Ar
cimboldo (Indian miniatures, Pompeianpaintings)
as well as his influence on Gaillot, Hogarth, and
others.
Quatre Siecles de surrealisme: L'Art fantastique
dans la gravure. Preface by Marcel Brion. Paris:
PierreBelfond, 1973.

. Geschichteder erotischen Kunst. 3 vols.
Munich: Albert Langen,[1912-28]. Includesdiscus
sion of metamorphicand scatologicalcaricatures.

Grandville: Das gesamte Werk. Introduction by
Gottfried Sello.2 vols. Munich: Rognerand Bernhard, 1969.

Grand-Carteret,John.LesMoeursetla caricatureen
Allemagne, en Autriche, en Suisse. Preface by
Champfleury.Paris:LouisWesthausser,1885. Reli
gious figures and architecturalschemacaricatured
in an Arcimboldesquemanner.

Soupault,Philippe.Histoirede Tinsolite.Paris:Rob
ert Laffont, 1964.

. LesMoeurset la caricatureen France.Paris:
La Librairielllustree,[1888], The tradition of prints
wherein the entire body and not merelythe face is
composedof occupationalobjects.
. Vieuxpapiers, vieillesimages: Cartonsd'un
collectionneur.Paris:A. Le Vasseur,1896. Chapter
sevenincludeseccentriccaricaturalimages.

Berliner,Rudolf,and Gerhart Eggert. Ornamentale
. L'Histoire,la vie, les moeurs et la curiosite
Vorlageblatterdes 15 bis 19 Jahrhunderts.3 vols.
par Timage, le pamphlet et le document (1450Munich: Klinkhardt& Biermann,1981. Illustrations
1900). 5 vols. Paris:Librairiede la curiositeet des
of prints from Germany,the Netherlands,France,
beaux-arts,1927-28. A limited number of meta
and Italy.
morphiccaricaturesof religiousleadersand illustra
tions of figures physicallydefined by the attributes
Bizzarie:Propossur Braccellipar TristanTzara.Edit
of their professions.
ed by Alain Brieux. Paris: Alain Brieux, 1963. In
cludesa facsimileof the 1624 seriesof etchingsby
Harpham,GeoffreyGait. On the Grotesque:Strate
Braccelli.
gies of Contradictionin Art and Literature.Prince
Bossi,Benigno.Raccoltadi disegnioriginali di Fran ton, N.J.: PrincetonUniversityPress,1982. Treats
co Mazzoladetto il Parmigianinotolti dal gabinetto the developmentof the grotesquefrom Nero'sDo
di suaeccellenzailsigre. conteAlessandroSanvitale. mus Aurea to the spreadof grottesche,coinciding
Incisida BenignoBossiMilanesestuccatoreregio, e with and largelyindebtedto the riseof printing and
the medium of engraving.
Professoredella RealeAccademiadelle Belle Arti.
Milan: Giochimo Betallie C., 1794.
Flocke,GustavRene.Die Weltals Labyrinth:Manier
Broadley,Alexander Meyrick. Napoleon in Carica und Manie in der europaischenKunst. Hamburg:
ture, 1795-1821. 2 vols. London and New York: Rowohlt, 1957.
John Lane,1911.
Hofmann, Werner. Luther und die Folgen fur die
Caillois,Roger.Au coeurdu fantastique.Paris:Galli- Kunst(exh.cat.).Hamburg: PrestelVerlag,1983.In
mard, 1965. Proposesornamentsas the most plau
cludesdiscussionof satiricalimageryusing multiple
siblesourcefor the Arcimboldesqueinvention.
headsand Arcimboldesquedevices.
Champigneulle,Bernard."A Forerunnerof Surreal
ism in the SeventeenthCentury." Graphis,6, no. 33
(1950),pp. 458-61 . Imagerywherein objectsasso
ciatedwith variousprofessionsarecombinedto rep
resent figures, a genre popularized in France by
Nicolasde Larmessin,Gillot, and Petitot.

Marguery, Henry. "Les Figures bizarres de G. B.
Braccelli." L'Amateur d'Estampes, 7 (October
1928),pp. 141-44; (December1928),pp. 173-79.

L'Humour dans Timagerie populaire allemande:
Collectionde GunterBohmer(exh.cat ). Paris:Goethe-lnstitut, 1974. See the section on
metamorphosis.

Tzara,Tristan."Le Fantastiquecomme deformation
du temps." Cahiersd'art, 12, nos. 6, 7 (1937), pp.
195-206.
Veth, Cornelis.Geschiedenisvan de nederlandsche
caricatuur.Leiden:A. W. Sijthoff, 1921.
Warncke,Carsten-Peter.Die ornamentaleGroteske
in Deutschland1500-1650. 2 vols. Berlin: Volker
Spiess,1979.An important source,abundantlyillus
trated from CornelisFloris,ReneBoyvin,AloisioGiovannoli, Bodeneher the Elder, Tobias Stimmer,
Heinrich Goding, Braccelli, Christoph Jamnitzer,
PaulFlindt,Wendel Dietterlinthe Younger,and the
seriesof prints entitled Songesdrolatiques.
Wescher,Paul. "The 'Idea' in GiuseppeArcimboldo's Art." Magazineof Art, 43 (January1950), pp.
3-8. Claimsthat the origin of Arcimboldo'sidea lies
in the Italianornamentalgrotesquesof the earlysix
teenth century. Follows development of this idea
through Surrealism.

Comics
Commentary and Criticism
AmericanCivil LibertiesUnion. Censorshipof Comic
Books:A Statementin Oppositionon CivilLiberties
Grounds. New York: American Civil Liberities
Union, 1955.
Bagdikian, Ben H. "Stop Laughing: It's the Fun
nies." TheNew Republic,January8, 1962, pp. 1315.
Bakwin, Ruth M. "The Comics." Journalof Pediat
rics,42 (May 1953),pp. 633-38.

Bataille,Georges."Les Piedsnickeles."Documents,
Koch, Carl. Eine folge phantastischerRadierungen 4(1930), pp. 214-16. Surrealistappraisalof French
von Wendel Dietterlin D.J. Berlin: Albert Frisch, comics.
Clark, Kenneth. "The 'Bizarie' of Giovanbatista 1928.
Bender,Lauretta,and R. S. Lourie. "The Effectsof
Braccelli."ThePrint Collector'sQuarterly,16 (Octo
Legrand, Francine-Claire,and Felix Sluys. " 'Tetes Comic Books on the Ideology of Children." The
ber 1929), pp. 311-26. InterpretsBraccelli'setch
composees'du XVIesieclea nosjours: Arcimboldo AmericanJournalof Orthopsychiatry,11 (1941),pp.
ings in relation to three seicento discoveries: et Arcimboldeschi."LesBeaux-Arts,June 19, 1953, 540-50. "The comic strip is the folklore of the
mannerism,mechanism,and conceits.
times" and enableschildrento "solvethe individual
pp. 1, 8-9.
and sociologicalproblemsappropriateto their own
Cruikshank,George. Illustrationsby George Cruik. "GiuseppeArcimboldo,joyau des cabinets lives."
shank; Comprisinga Collectionof About 800 Pages de curiosites."LesArts plastiques,6 (July-Septem
Berger, Arthur Asa. "Comics and Culture." The
of Illustrations,IncludingAbout 40 Colored Plates, ber 1953),pp. 243-58.
Journalof PopularCulture, 5 (Summer 1971), pp.
Many ProofImpressions,Clippingsfrom BooksIllus
. "Some Little-Known 'Arcimboldeschi.'" 164-77. American cultural attitudes evinced in
trated by Cruikshank. Album in 6 vols. London,
TheBurlingtonMagazine,96 (July1954),pp. 210— comics.
[1820-60], The New York PublicLibrary.Print Col
14. Prints illustrating the occupationsof everyday
lection, Miriam and Ira D. Wallach Divisionof Art,
. The Comic-StrippedAmerican. New York:
life and trades with a style combining those of
Printsand Photographs
Walker & Co., 1973. A history of the criticism of
Braccelliand Arcimboldo, particularlythe work of
comics; draws parallelsbetween American social
. George Cruikshank's Omnibus. London: BernardCaillot [sic],
life and comic strips, highlighting The Yellow Kid,
Tilt & Bogue, 1842.
. Arcimboldo et les arcimboldesques.Paris: Buck Rogers, Batman, Pogo, Zap Comics, and
Dacos,Nicole.La Decouvertede la DomusAurea et
LaNef de Paris,1955. Hypotheseson the sourcesof
others.
la formation des grotesquesa la Renaissance.
Lon
Arcimboldo, from Indian miniatures and antique
Berkman,Aaron. "Sociology of the Comic Strip."
don: Warburg Institute; Leiden: E. J. Brill, 1969. Dionysianrepresentationsto sixteenth-centurycari
AmericanSpectator,4 (June1936),pp. 51-54.
Important discussion of the development of
caturesof religiousleaders,and on the diffusion of
grotesques.
metamorphicimagery.
Bogart, Leo. "Comic Strips and Their Adult Read-

ers." In Bernard Rosenbergand David M. White,
eds., Mass Culture: The PopularArts in America.
Glencoe,III.: FreePress,1957.
Boime,Albert. "The ComicsStrippedand the Ash
Canned: A Review Essay."Art Journal, 32 (Fall
1972), pp. 21 ff. The significanceof comicswithin
the formation of modern art.
Borgardus,EmoryStephen."Sociologyof the Car
toon." Sociologyand SocialResearch,30 (Novem
ber-December 1945),pp. 139-47.
Dorfman, Ariel, and Armand Mattelart. How to
ReadDonald Duck: ImperialistIdeologyin the Dis
ney Comic.Translatedby DavidKunzle.New York:
InternationalGeneral, 1975. Disneycomics as co
vert forms of capitalist propaganda in the Third
World.
Faust,Wolfgang Max, and R.BairdShuman."Com
ics and How to ReadThem." TheJournalof Popu
lar Culture, 5 (Summer 1971), pp. 195-202. A
"linguistic-visual"analysisof a singleSupermanim
age, proposinga method by which comicscan be
best understood.
Fiedler,LeslieA. "The Comics:Middle Against Both
Ends."Encounter,5 (1955), pp. 16-23. Defenseof
comic books and attack on both their "elitist" and
"middlebrow" critics.

13. Appraisalof the valueof comicsin teachingchil
dren to read.

Whitney Museum of American Art, Downtown
Branch,1983.

Thrasher,FrederickM. "The Comicsand Delinquen
cy: Causeor Scapegoat."Journalof EducationalSo
ciology, 23 (1949), pp. 195-205. DisputesFredric
Wertham's suppositionthat comics foment crimi
nal behavior in adolescents.Wertham's "extreme
position... is not substantiated by any valid re
search— Juveniledelinquencyis the resultof pentup frustrationand bottled-up fear.The comicsare a
handy,obvious,-uncomplicatedscapegoat."

LesChefs-d'oeuvrede la bande dessinee.Editedby
JacquesSternbergand Michel Caen. Paris:Editions
Planete,1967.

Comicsand VisualCulture: ResearchStudiesfrom
TenCountries.Alphons Silbermannand H. D. Dyroff, eds. Munich and New York: K. G. Saur, 1986.

Tucker,Nicholas.Suitablefor Children?Controver
siesin Children'sLiterature.Berkeley:Universityof
CaliforniaPress,1977.

ComicsJournal(publishedmonthly, 1977-). Edited
by Gary Groth. Agoura, Calif.: Fantagraphics.Ori
ginally issuedas TheNostalgiaJournal.

United StatesSenate,JudiciaryCommittee.Juvenile
Delinguency(Comic Books): HearingsBefore the
Subcommitteeto InvestigateJuvenileDelinguency,
of the Committeeon the Judiciary— United States
Senate,83rd Congress,SecondSession,April 21, 22
and June4, 1954.Washington,D.C.: U.S.Govern
ment PrintingOffice, 1954.

Couperie, Pierre. A History of the Comic Strip.
Translated by Eileen B. Hennessy. New York:
Crown, 1968. Collectionof essayson the historyof
Americancomicsand the Frenchbandesdessinees,
their audiences,the developmentof their graphic
and narrativetechniques,and their defense.

Wagstaff, Sheena. Comic Iconoclasm(exh. cat.).
London:Instituteof ContemporaryArt, 1987.Cata
logue essayviews comicsas a hunting ground for
modern artists,surveysthe developmentof comics
and those paintersinfluencedby them.

Warshow,Robert."Paul,the HorrorComicsand Dr.
Fresnault-Dervelle,
Pierre.La Chambreaballes:Essai Wertham." (1954).In Warshow, TheImmediateEx
sur I'image du guotidien dans la bande dessinee.
perience,GardenCity, N.Y.: Doubleday,1962.
Paris:Union Generaled'Editions, 1977.
Wertham, Fredric.The Seductionof the Innocent.
Gilbert,James.MassCultureand the Fearof Delin- New York: Rinehart,1954. Claimsthat the "moral
guency: The 1950s.CollegePark,Md.: Universityof
and ethical confusion" of comic books is a primary
MarylandPress,1985. Theoriginsand impactof the cause of moral degeneracyand juvenile crime:
notion that massculture, particularlycomic books, "There is a significant correlation between crimewere responsiblefor increaseof juvenilecrime.
comicsreadingand the more seriousforms of juve
nile delinquency."
Goldwater, John L. Americana in Four Colors: A
Decadeof Self-Regulationby the ComicsMagazine West, Mark I. Children, Culture, and Controversy.
Industry, 1964. Discussesthe history,origins, and Hamden,Conn.: Archon Books,1988.Assesses
the
resultof the institution of the ComicsCodeAuthor
attacksfrom both the left and right on dime novels,
ity and includesthe text of the 1954 code, which children's radio, rock music, television,and comic
wasto keepthe industry"morally acceptableto rea
books,arguing that all suchattacksare basedon a
sonablepeople."
faulty and uninformed presumptionof the "inno
Harrison,R. P. TheCartoon: Communicationto the cence" of childhood.
Quick.BeverlyHills,Calif.: SagePublications,1981.
General Histories and Encyclopedias
The cartoon consideredas a meansof communica
tion within the contextof its societyand history;the
Abbott, Lawrence L. "Comic Art: Characteristics
creation of cartoons, from inception to
and Potentialitiesof a NarrativeMedium." TheJour
reproduction.
nal of PopularCulture, 19 (Spring 1986), pp. 155—
Masson,Pierre.Lirela bandedessinee.Lyon: Presses 76. Examinesthe relation between text and image
Universitairesde Lyon, 1985. Semiologist'sevalua and the "inherent structuresand artistic potentials
tion of Frenchcomic books.
of comicsas art."
McLuhan, Marshall. "The Comics." In Edward M.
White, ed., The Pop Culture Tradition. New York:
W. W. Norton & Co., 1972.
Muhlen, Norbert. "Comic Books and Other Hor
rors." Commentary,7 (1949), pp. 80-88. Like Fredric Wertham, Muhlen assertsthat the anarchyof
comicscontributesto the decayof modern society,
"helping to create a whole generation for an au
thoritarian rather than a democraticsociety."
Ryan,John K. "Are the ComicsMoral?" Forum,95
(May 1936),pp. 301-04. Earlyarticle campaigning
againstcomic booksas instrumentsin the vulgariza
tion and perversionof young minds.
Schwartz, Delmore. "Masterpiecesas Cartoons."
PartisanReview,19 (July-August 1952), pp. 46171. Discusses
the bowdlerizationof literary master
pieceswhen interpretedby "classiccomic books."
Tan,Alexis S., and Kermit JosephScruggs."Does
Exposureto Comic Book ViolenceLeadto Aggres
sion in Children." JournalismQuarterly,57 (Winter
1980), pp. 579-83. Concludesthat no significant
correlationcan be establishedbetweencomic-book
reading and subsequent physical or verbal
aggression.
Thorndike, Robert L. "Words and the Comics."
Journalof ExperimentalEducation,1941, pp. 110-

Alessandrini, Marjorie. Encyclopediedes bandes
dessinees. Paris: Editions Albin Michel, 1979.
Worldwide in scope,containing synopsesof histor
iesof comicsand lengthy biographiesof artists.

Collogueinternationaleducationet bandesdessin
ees.Aix-en-Provence:Edisud,1977.

Craven,Thomas.CartoonCavalcade.New York: Si
mon & Schuster,1943.
Crawford, Herbert H. Crawford's Encyclopediaof
ComicBooks.Middle Valley,N.Y.: JonathanDavid,
1978. Publishinghistoryof D.C. Comics,King Fea
tures, Dell, E.C.Comics,and others.
Daniels,L. Comics: A History of Comic Books in
America. New York: Outerbridge & Dienstfrey,
1971.
Donahue,Don, and SusanGoodrick,eds. TheApex
Treasuryof UndergroundComics.New York: Quick
Fox, 1974.
Estren,M. J.A Historyof UndergroundComics.2nd
ed., Berkeley: Ronin Publishing, 1986. Mostly
illustrations.
Feiffer,Jules.Great Comic-BookHeroes.New York:
Dial Press,1965.
Filippini,Henri,and MichelBourgeois.LaBandedes
sineeen 10 leqonsde Zig et Pucea TintinetAsterix.
Paris:EditionsHachette,1976.
Fisher,Edwin, Mort Gerberg,and Ron Wolin. The
Art in Cartooning: Seventy-fiveYearsof American
Magazine Cartoons.New York: CharlesScribner's
Sons,1975.
Foster,DavidWilliam. From Mafalda to Los Supermachos:Latin-AmericanGraphicHumor as Popular
Culture.Boulder,Colo.: L. Rienner,1989.
Gifford, Denis. The British Comics Catalogue,
1874-1974. London: MansellInformation Publish
ing, 1975. Annotated surveyof Britishcartoons.
— . VictorianComics.London: GeorgeAllen &
Unwin, 1976. A picture book of late
nineteenth-centuryEnglishcomics.

Bailey,Bruce."An Inquiry into Love Comic Books:
— . Encyclopediaof Comic Characters:Over
TheToken Evolutionof a PopularGenre." TheJour
1200 Characters.Harlow, Essex:Longman, 1987.
nal of Popular Culture, 10 (Summer 1976), pp.
245-48. "Love Comics" as culturally conservative Goulart, Ron.Great ComicBook Artists. New York:
St. Martin's Press, 1986. Concentrateson welland unaffectedby socialdevelopments.
known mid-centuryAmerican artists and provides
Becattini,Alberto, and LucaBoschie.TheDisneyIn
one-pagebiographiesfacing samplesof their work.
dex. Florence:Al Fumetto, 1984. Cataloguesthe Ignoresundergroundcomics.
newspapercomicsof Walt DisneyProductions.
Hess,Stephen,and Milton Kaplan. The UngentleBecciu,Leonardo.II fumetto in Italia.Florence:G. C. manlyArt: A Historyof AmericanPoliticalCartoons.
Sansoni,1971.Chartsthe historicaldevelopmentof
New York: Macmillan, 1975. Outstanding repro
illustrationas it relatesto its politicaland cultural use ductions,histories,and bibliographies.
in Italy.Containsa vast bibliographyof Italiancom
Horn, Maurice. The World Encyclopediaof Comics.
mentaryon the subject.
New York: ChelseaHouse,1976. Vastand compre
Becker,S. D. ComicArt in America. New York: Si
hensive indexed guide to characters,illustrators,
mon & Schuster,1959.
publishers,and writersof comic booksfrom all over
Bera, Michel, Michel Denni, and Philippe Mellot. the world, supplemented with an essay which
Tresorsde la bande dessinee.Paris: Editions de traces the development of this largely AmericanI'Amateur, 1984. An encyclopediaand catalogue basedart form.
for collectors.
— . "Comix International.!' Heavy Metal, No
vember 1980, p. 7. Essayon postwar Japanese
Carlin, John, and SheenaWagstaff. The ComicArt
Show: Cartoons in Painting and Popular Culture comics.
(exh.cat.). New York: FantagraphicsBooks,for the

— . The World Encyclopediaof Cartoons.De-

troit: Gale ResearchCo., 1980. Vast international
catalogueof comic strips, caricatures,political car
toons completes Horn's earlier Encyclopediaof
Comics.
. Sex in the Comics. New York: Chelsea
House,1985. Illustratedhistoryof the depiction of
the female in variouscomic-bookgenres.

chor, 1973. Historyof the ideologicalbattleswaged
in Chinesecomicssincethe 1949 revolution.
Perry,George, and Alan Aldridge. The Penguin
Book of Comics. Reviseded., London: Penguin,
1971. Short,engagingpictorialhistoryof American
and Britishcomics.

Inge, M. Thomas."Comic Art." In Inge, ed., Hand
book of American Culture. Westport, Conn.:
GreenwoodPress,1978. Bibliographicessayon the
history,development,and criticismof comics.

Reitberger,ReinholdC., and Wolfgang Fuchs.Com
ics: Anatomie eines Massenmediums.Munich:
HeinzMoos Verlag, 1971. Examinesthe sociopoliti
cal ramificationsof Europeanand Americancomic
books.

. Comicsas Culture.Jackson,Miss.: Universi
ty of Mississippi,1990.

Rey,Alain. LesSpectresde la bande: EssaisurlaB.D.
Paris:Editionsde Minuit, 1978.

Jacobs,Will, and GerardJones.TheComicBook He
roes: From the SilverAge to the Present.New York:
Crown, 1985. Superheroesproduced by D.C. and
Marvel, 1956-85.
Kempkes,Wolfgang. InternationalBibliographyof
Comics Literature. Detroit: Gale ResearchCo.,
1971.
Kunzle, David. The Early Comic Strip: Narrative
Strips and Picture Storiesin the EuropeanBroad
sheet from c. 1450 to 1825. Berkeley:Universityof
CaliforniaPress,1973. Tracesthe history of narra
tive imageryfrom pre-ReformationGermanyto the
aftermath of Goya'sDisastersof War.
. The Historyof the ComicStrip: The Nine
teenth Century.Berkeleyand LosAngeles.Universi
ty of CaliforniaPress,1990.
Lecigne,Bruno. Avanieset mascarade:/'evolution
de la bande dessineeen Francedanslesannees70.
Paris:EditionsFoturopolis,1981.
Loveday,L., and SatomiChiba. "Aspectsof the De
velopment Toward a Visual Culture in Respectof
Comics:Japan." In Comicsand VisualCulture,Mu
nich and New York: K. G. Saur, 1986. The comics
style as it proliferateswithin all aspectsof modern
Japaneseculture.
Marschall, Richard. America's Great Comic-Strip
Artists. New York: Abbeville, 1989. Documentsthe
growth of the art form from its beginningsthrough
the mid-twentieth century.
Martin, Antonio. Historiadel comicespahol,18751939.Barcelona:EditorialGustavoGili, 1978.A his
tory of Spanishcomic art and its criticism.
Murrell,William.A Historyof AmericanGraphicHu
mor. Vol. 1 (1747-1865), New York: Whitney Mu
seum of AmericanArt, 1933; vol. 2 (1865-1935),
New York: Macmillan, 1938. Reprint, New York:
Cooper Square,1967.
Nemo: TheClassicComicsLibrary(published1983- ).
Editedby RichardMarschall.Stamford,Conn.: FantagraphicsBooks.Indispensablesourcefor the his
tory of Americannewspapercomicsand illustration.
Predominantlyreprints of old stories, Nemo also
contains interviews, features on artists, favorite
strips,and short histories.
O'Brien,Richard.The GoldenAge of ComicBooks,
1937-1945. New York: BallantineBooks,1977.
O'Neil,Dennis,ed. Originsof the D.C.SuperHeroes.
New York: Crown-HarmonyBooks,1976.
O'Sullivan,Judith. TheArt of the ComicStrip. Col
lege Park,Md.: Universityof MarylandPress,1971.
Introductory essaytreats the history of newspaper
comics,relating them to the history of continuous
pictorial narrative.The book is primarilyreprintings
of comics, accompanied by biographies of the
artists.
Overstreet,RobertM. TheOfficialOverstreetComic
Book Price Guide. 18th ed.. New York: House of
Collectibles,1990.
The People'sComic Book: Red Women's Detach
ment, Hot on the Trail,and Other ChineseComics.
Translatedfrom the Chineseby EndymionWilliam
son. Introduction by Gino Nebidlo,translatedfrom
Italian by FrancesFrenaye.Garden City, N.Y.: An

ComicsDuring the Depression,1929-1938." The
Journal of Popular Culture, 3 (Winter 1969), pp.
404-26.
Artists and Creators
Adams,John Paul.Milton Canlff,Rembrandtof the
ComicStrip. Philadelphia:DavidMcKayCo., 1946.
Barks,Carl, and Floyd Gottfredson. "Two Disney
LegendsShare Their Memories." Nemo, 7 (June
1984), pp. 12-15. Barksand Gottfredsonwere Dis
ney's"pre-eminent Duck and Mouseartists" of the
forties, fifties, and sixties.

Berger,Arthur Asa.Li'l Abner: A Studyin American
Robbins,Trina, and CatherineYronwode. Women Satire. New York: Twayne Publishers,1970. Li'l
and the Comics.Guerneville,Calif.: EclipseBooks, Abner proposed as an example of the exemplary
richnessof modern popular culture, which "like
1985. Internationalsummaryof the historyof wom
en artists,editors,and writers in the comicsindustry 'High Culture,' can contribute muchtowards under
standingour society."
from 1880 to the present.
Robinson,Jerry.The Comics:An IllustratedHistory
of the Comic Strip. New York: Putnam, 1974. An
epigrammatichistory of the comic strip in the con
text of film, radio, and television.

Blackbeard,Bill. "The Forgotten Years of George
Herriman."Nemo, 1 (June1983),pp. 50-60. Docu
mentsand analyzesthe proto-Surrealistwork Herriman undertook before beginningKrazyKat.

Sanders,Clinton R. "Iconsof AlternateCulture: The
Themesand Functionsof Underground Comics."
TheJournalof PopularCulture,8 (Spring1975),pp.
836-52. Well-researchedhistory of the under
ground comics of the late 1960s, their themes,
functions, and style; containsa good bibliography.

Bray,Glenn. TheIllustratedHarveyKurtzmanIndex.
Sylmar,Calif.: Glenn Bray,1976.

Schodt, Frederik L. Manga! Manga! New York:
Harper& Row, 1983. English-language
sourcebook
for the historyof modern Japanesecomics.

Bridwell,E. Nelson.Batman: From the 1930sto the
1970s.New York: BonanzaBooks,1971. A pictorial
historyof Batman.
Brown, Slater. "The Coming of Superman." New
Republic,103 (September1940), p. 301.

Canemaker,John. WinsorMcCay: His Life and Art.
New York: Abbeville,1987. A thorough and intelli
Scott, RandallWilliam. ComicBooksand Strips:An
gent biography of the creator of Little Nemo In
Information Sourcebook. Phoenix: Oryx Press,
Slumberland.
1988. Invaluablebibliographicindexof all aspectsof
twentieth-century cartooning, comic books, their Caniff, Milton. Terryand the Pirates.Edited by Bill
creators,artists,critics,and compilers.
Blackbeard. 12 vols. New York: Nantier-BeallSheridan,Martin. Comicsand Their Creators.Bos Minoustchine,1984-87. Reprintsentire run of this
ton: Hale,Cushman& Flint, 1942. Reprint,Arcadia, hugely influential strip for 1934-46.
Calif.: Post-EraBooks,1973. Illustratedsynopsesof
popularAmericancomicsand their histories.
Skinner,KennethA. "SalarymanComicsin Japan:
Imagesof Self-Perception."TheJournalof Popular
Culture,8 (Summer1979),pp. 141-51. The world
of the Japanesewhite-collar worker as reflected in
the immenselypopularsararimanmanga.
A SmithsonianBook of Comic-BookComics.Edited
by Michael Barrierand Martin Williams.Washing
ton, D.C.: SmithsonianInstitution Press;New York:
Harry N. Abrams, 1977. Focuseson twelve major
artists,includingWalt Kelly,Will Eisner,and the ear
ly work put out by Marvel,accompaniedby several
color platesfor each artist.
SmithsonianCollectionof NewspaperComics.Edit
ed by BillBlackbeardand Martin Williams,Foreword
by John Canaday.Washington, D C.: Smithsonian
Institution Press; New York: Harry N. Abrams,
1977. Reprints of mainstream American comics
from 1896 to 1970; little commentary.

Capp,Al. TheBestof "Li'l Abner." New York: Holt,
Rinehart& Winston, 1978. Capp's selectionof the
best of his well-known strip, 1952-72.
The CompleteE.C.SegarPopeye.3 vols. Westlake
Village,Calif.: Fantagraphics,1986. Includesessays
by JulesFeiffer, RichardMarschall,Bill Blackbeard,
Mort Walker, Dik Browne,and others.
Coudouy, Josiane.Le PhenomeAsterlx. Toulouse:
Institute de Recherchessur la Bande Dessinee,
1972.Sociologicalreflectionson France'simmense
ly popular comic character.
Crouch,Bill,ed. Dick Tracy,America'sMost Famous
Detective. Secaucus,N.J.: Citadel Press,1987. A
generalhistorywith essaysby creatorChesterGould
and later illustrator Max Allan Collins.

Crumb, Robert.TheCompleteCrumb Comics.Edit
ed by GaryGroth and RobertFiore,introductoryes
says by Marty Pahls.Vols. 1-3, Westlake Village,
Calif.: Fantagraphics,1987, 1988, 1989; vol. 4, Se
attle, Wash.: Fantagraphics, 1989. Elaborately
Tucker, K. "Cats, Mice, and History: The Avant- detailed biographyaccompaniesan unusuallythor
Garde of the Comic Strip." The New York Times ough surveyof Crumb's influential comics.
Book Review,May 26, 1985, p. 3.
Crumb, Robert,and Bill Griffith. "As the Artist Sees
Van Hise, James.The E.C. ComicsStory. Canoga It: Interviewswith ComicArtists." In PaulBuhle,ed..
Park,Calif.: PsiEi Movie Press,1987.
PopularCulturein America.Minneapolis:University
of MinnesotaPress,1987.
Von Bernewitz,Fred,and JoeVucenic.TheFull Edi
tion of the Complete E.C. Checklist(Revised).Los cummings,e. e. Introduction to George Herriman,
Alamos,N.M.: Wade M. Brothers,1974.
KrazyKat. New York: Holt, 1946. Herriman,Krazy
Kat, and democraticprinciples.
Waugh, Coulton. The Comics.New York: Macmil
lan, 1947. Pioneeringhistory of American comics
includeseconomic,publishing,and biographicalhis
tories from The YellowKid to Terryand the Pirates.
Comicsare seenas "democratic," but not as mod
ern "folk" art.
The Who's Who of American ComicBooks.Edited
by JerryBailsand HamesWare. 4 vols.Detroit: Jerry
Bails,1973-76.
Young,William H. "The SeriousFunnies:Adventure

Desnos,Robert."Imagerie moderne." Documents,
7 (December1929), pp. 377-79. A Surrealist'sap
preciationof Fantomas.
Dick Tracyand the Art of ChesterGould (exh. cat).
Port Chester, N.Y.: The Museum of Cartoon Art,
1978.
Eco,Umberto. "On KrazyKat and Peanuts."Trans
lated by William Weaver. The New YorkReviewof
Books,32 (June 13, 1985), pp. 16-17.

. "A Readingof Steve Canyon." Translated
by BruceMerry.In SheenaWagstaff, ComicIconoclasm(exh. cat.). London: Institute of Contempo
rary Arts, 1987.
Fifty Who Made D.C. Great. New York: D.C. Com
ics, 1985.
Fisher,Harry Conway.The Mutt and Jeff Cartoons
by Bud Fisher.Boston: Bell Publishing,1910.
Foster,Hal. Prince Valiant in the Daysof King Ar
thur. FranklinSquare,N.Y.: NostalgiaPress,1974.
Gallick, Rosemary."The Comic Art of LyonelFeininger, 1906." The Journal of Popular Culture, 10
(Summer1976), pp. 667-75.
Gopnik,Adam. "The Geniusof GeorgeHerriman."
TheNew YorkReviewof Books,33 (December18,
1986),pp. 19 ff.
Gould, Stephen Jay. "This View of Life: Mickey
Mouse Meets Konrad Lorenz." Natural FUstory,88
(May 1979), pp. 30, 32, 34, 36. The stylisticdevel
opment of MickeyMouseand its increasingdepen
dence on physiognomic traits that suggest
juvenility.

ly. New York: PantheonBooks,1987. Reprintsfrom
Raw,the most innovativegraphicsmagazineof the
alternatepresssinceZap comicsof the late 1960s.
Includeswork by Art Spiegelman,Mark Beyer,Gary
Panter,CharlesBurns,JoseMunoz, JacquesTardi,
Bill Griffith, and others from 1980-86.

Batten,HenryA. "An AdvertisingMan Looksat Ad
vertising." Atlantic Monthly, 150 (July 1932), pp.
53-57. The "blatancy, vulgarity, charlatanism" of
advertisingblamed lesson the advertisingindustry
than on the consumer,who alonecan bring reform,
through boycott and protest.

Real Love: The Best of the Simon and Kirby Ro
mance Comics, 1940s-1950s. Edited by Richard
Howell. Forestville,Calif.: EclipseBooks,1988.

Beeman,William O. "Freedomto Choose:Symbols
and Valuesin AmericanAdvertising." In HerveVarenne,ed., SymbolizingAmerica.Lincoln,Nebr.,and
London: Universityof NebraskaPress,1986. Ana
lyzesthe pervasiveadvertisingappealsto conformi
ty; summarizesmodern marketingtechniques.

Riviere,G. H. "Couverturesillustreesde Fantomas."
Documents,1 (1930), pp. 50, 53.
Rosemont,Franklin."Surrealismin the Comics,Part
I: Krazy Kat (GeorgeHerriman);Part II: Dick Tracy
(ChesterGould)." In Paul Buhle, ed., PopularCul
ture in America. Minneapolis:Universityof Minne
sota Press,1987.
Schulz,Charles.PeanutsJubilee: My Life and Art
with Charlie Brown and Others. New York: Holt,
Rinehart& Winston, 1975.

Berman, Ronald. "Advertising and the Rational
State" and "Advertisingand MassSociety."In Ron
ald Berman, ed., Advertising and Social Change.
BeverleyHills,Calif.,and London: SagePublications,
1981. Gripes against advertising are really com
plaints against larger social issues involving
capitalism.

Boorstin,Daniel J. "Advertising and the American
Civilization." In Yale Brozen,ed., Advertising and
Seldes,Gilbert. "The KrazyKat That Walks by Him
self." In Seldes,The SevenLivelyArts. New York: Society. New York: New York University Press,
SagamorePress,1924. Seldeswrites that "Krazy 1974. Advertisingas a destructivereplacementof
the folk culture of precedingcenturies.
Kat, the daily comic strip of GeorgeHerriman,is, to
me, the most amusingand fantasticand satisfactory Borden,NeilH. TheEconomicEffectsof Advertising.
Gray,Harold.Arfi The Life and Timesof Little Or
phan Annie, 1935-1945. Introduction by Al Capp. work of art producedin Americatoday."
Chicago: RichardD. Irwin, 1942. Highly influential
New Rochelle,N.Y.: Arlington House,1970.
Shannon,Lyle W. "The Opinions of Little Orphan and often-quoted "classic"demonstratesthe bene
Groth, Gary."The Straight Dope from R. Crumb." Annie and Her Friends."Public Opinion Quarterly, ficent economiceffectsof advertising.
18 (Summer 1954), pp. 169-79. Attempts to re
TheComicsJournal, 121 (April 1988), pp. 48-120.
Borsodi,Ralph.NationalAdvertising vs. Prosperity.
Encyclopedicinterview encompassingCrumb's life balancethe publicattitude toward comics,asserting New York: Arcadia Press,1923. The advertising
and art, postwar American society,copyright law, that American middle-classsociopoliticalidealscan industry as economically wasteful and morally
be detected in the funny papers.
and the developmentof undergroundcomics.
leprous.
Gruenwald,Mark, and PeterSanderson.TheOfficial Supermanfrom the 30s to the 80s. Introductionby Buzzi, Giancarlo. Advertising: Its Cultural and
Flandbook of the Man/el Universe.7 vols. New E. Nelson Bridwell. New York: Crown, 1983. Re
Political Effects. Translatedby B. David Garmize.
York: MarvelComicsGroup, 1986. Encyclopediaof printed stories.
Minneapolis: Universityof Minnesota Press,1968.
Marvelcharactersand stories.
Warshow,Robert."Krazy Kat." PartisanReview,13 Advertising"acts as a corrosivegreatlycontributing
(November-December1946), pp. 587-90. Krazy to the obsolescenceof today's values,opening the
Hollis,Richard,and BrianSibley.WaltDisney'sMick
ey Mouse: FUsLife and Times.New York: Harper& Kat, though one of the best items to be produced way for a maturer conscience"(i.e., socialism).
by /umpen-culture,existswholly outsideof the do
Row, 1986.
Calkins,EarnestE.Businessthe Civilizer.Boston:Lit
main of the respectable.
tle, Brown & Co., 1928. Highlyregarded,defensive
Jacobs,Frank.TheMad World of WilliamF. Gaines.
presentationof advertising; much information on
Secaucus,N.J.: LyleStuart, 1972. Biographyof the Witek, Joseph.ComicBooksas History: TheNarra
tiveArt of JackJackson,Art Spiegelman,and Harvey the relationof imageand text, on the development
publisherof E.C.Comicsand Mad magazine.
Pekar.Jackson,Miss.: Universityof MississippiPress, of ideas and styles, and the opening of foreign
Kelly,Walt. Ten Ever-Lovin'Blue-EyedYears with
1990.
markets.
Pogo, 1949-1959. New York: Simon & Schuster,
Young, Dean, and RichardMarschall.Blondie and Carpenter, Charles E. Dollars and Sense.Garden
1959. Commentaryby Kelly.
Dagwood's America. Introduction by Bob Hope. City, N.Y.: Doubleday, Doran & Co., 1928. A
Lee,Stan.TheOriginsof Marvel Comics.New York: New York: Harper & Row, 1981. Reprints from
responseto Chase and Schlink's Your Money's
Simon & Schuster,1974. Reprintsthose stories in 1930 to 1980 and a short biographyof creatorChic Worth; proposesthat advertisingplaysa responsi
which the FantasticFour,The IncredibleHulk, Spi- Young.
ble role in the economicsystem.
derman,and others made their initial appearances.
Yronwode,Catherine.TheArt of Will Eisner.Prince Chase, Stuart, and F. J. Schlink. Your Money's
Lerman,Alain. Histoiredu journal "Tintin." Greno ton, Wis.: Kitchen Sink Press,1982. Reprints of
Worth: A Study in the Waste of the Consumer's
ble: J. Glenat, 1979.
Eisner'swork, 1933-81 .
Dollar. New York: Macmillan, 1927. Primarily a
McCay, Winsor. The Complete "Little Nemo in
catalogueof quackeryand fraud, but also a telling
Slumberland,"vol. 1: 1905-1907. Edited by Rick
document in the history of American consumer
Marschall.Westlake Village, Calif.: Fantagraphics,
protection.
Advertising
1988. Exceptionallyhigh quality color reprintswith
Clark,Eric.TheWant Makers:Lifting the Lid Off the
a good introductorytext.
A complete bibliographyon all aspectsof Western World Advertising Industry. New York: Viking,
McDonnell,Patrick,Karen O'Connell, and Georgia advertisingwould be largerthan the entire present 1988. Investigatesthe paucity of hard information
Rileyde Havenon.The ComicArt of GeorgeHerri- volume. What follows, therefore, focusesprimarily in modern ad campaigns,and the strategies by
on the historyand criticismof, modern print adver
man. New York: HarryN. Abrams, 1986.
which advertisersappeal to consumers'fantasies.
tising sincethe late nineteenthcentury and related
Marzio,PeterC. RubeGoldberg:HisLifeand Work. typography, design, display techniques, signage, Advertisingseenas a powerful influenceover virtu
ally all current cultural enterprises.
New York: Harper& Row, 1973.
and marketingstrategies.
Cone, FairfaxM. "The Good Life Didn't Just Hap
Mendelson,Lee.CharlieBrown and CharlieSchulz.
pen." In Printers'Ink: Yesterday,Todayand Tomor
Attacks and Defenses
New York: New YorkWorld, 1970.
row. New York: McGraw-Hill, 1963. Cogent and
Pekar,Harvey. "Rapping About Cartoonists, Par Advertising and the Public Interest. Washington, vigorous defense of advertising on economic
ticularly Robert Crumb." The Journal of Popular D.C.: AmericanEnterpriseInstitutefor PublicPolicy grounds,againstthe attacksof Arthur Schlesinger,
Culture,3 (Spring1970),pp. 677-88. The develop
Jr.,John KennethGalbraith,and Arnold Toynbee.
Research,1976.
ment of undergroundcomicsand the art of Robert
Demsetz,Harold. "Advertising in the Affluent Soci
Babson,RogerW., and C. N. Stone.ConsumerPro
Crumb.
tection: How It Can Be Secured.New York: Harper ety." In Yale Brozen,ed., Advertisingand Society.
. AmericanSplendour:TheLifeand Timesof
& Bros.,1938. Consumersurged to fight fraud and New York: New York UniversityPress,1974. Adver
HarveyPekar.Introduction by Robert Crumb. Gar
tising itselfas productive,savingshoppingcostsand
deceitfulnessin advertising.
den City, N.Y.: Doubleday,1986.
preventingoverlyspecializedproduction.
Barmash,Isadore.The World Is Full of It: How We
Raymond, Alex. Flash Gordon. Franklin Square, Are Oversold,Overinfluenced,and Oven/vhelmed Douglas, Mary Tew, and Baron Isherwood. The
N.Y.: NostalgiaPress,1967.
by the CommunicationsManipulators. New York: Worldof Goods.New York: BasicBooks,1979. An
thropologicallyoriented argument statesthat con
ReadYourselfRaw: Pagesfrom the RareFirstThree DelacortePress,1974. Humanvaluesand basichu
man dignity underminedby "the great deceiversin sumptioncannot realisticallybe understoodin John
Issuesof the ComicsMagazinefor DamnedIntellec
Kenneth Galbraith'scategoriesof essentialversus
tuals.Editedby Art Spiegelmanand FranqoiseMou- our society."

frivolous needs,sinceall goods have meaning and
help to define a socialgroup.
Duesenberry,James S. Income, Saving, and the
Theoryof ConsumerBehaviour.Cambridge,Mass.:
HarvardUniversityPress,1949. Influentialtheory of
consumer behavior which posits that tastes and
preferenceswithin a culture are not dictated by ad
vertising but in fact by growth and changesfrom
within.
Ewen,Stuart. Captainsof Consciousness:
Advertis
ing and the SocialRootsof the ConsumerCulture.
New York: McGraw-HillBookCo., 1975. A critique
of the American ad industry's "imperialization of
the psyche" in the 1920s,when the industry "pro
moted itself asa new patriarch" and lulledconsum
ers with goods.
. All ConsumingImages:ThePoliticsof Style
in ContemporaryCulture. New York: BasicBooks,
1988. Arguesthat the imagesconstructedby adver
tising manipulateAmerican consumersinto defin
ing their own liveslargely in terms of "style" and
consumption.
Firestone,O. J. "An EconomistLooks at Advertis
ing." In HughW. Sargent,ed., Frontiersof Advertis
ing Theoryand Research.Palo Alto, Calif.: Pacific
Books,1972. Attempts to establisha middleground
in the debate over advertising'susefulness.
Galbraith,John Kenneth.TheAffluent Society.Bos
ton: Houghton Mifflin, 1958. Key anti-advertising
book of the mid-centuryassertsthat modern adver
tising createssyntheticneedsthat would otherwise
neverhaveexisted.
Greyser, Stephen A. "Advertising: Attacks and
Counters." Harvard BusinessReview, 50 (MarchApril 1972), pp. 22-24, 26, 28, 140-46. Allega
tions againstadvertisingheldto be unfair and based
on intuitive assumptions,not fact.
Griff, M. "Advertising: The Central Institution of
Mass Society." Diogenes, 68 (Winter 1969), pp.
120-37. "The realand deep purposeof advertising
isto reducemen to a condition in which they loseall
capacityfor individualreaction," and to more easily
make them candidatesfor "all types of indignities
and enslavement."
Harris,Ralph,and Arthur Seldon.Advertising and
the Public. London: Institute for EconomicAffairs,
1959. Surveyof economicissues,advertising'scrit
ics, the efficacy of advertising,and evaluationsof
consumers.A standarddefenseof the ad business.
Henry,Jules. "Advertising as a PhilosophicalSys
tem." In Henry,Culture Against Man. New York:
RandomHouse,1963, pp. 45-99. A condemnation
of advertising's"pecuniary psychology," focusing
on adman RosserReevesand the presidentof Moti
vation Research,ErnstDichter.
Hoyt,Elizabeth."AggressiveMethodsof SalesMak
ing." In Hoyt, The Consumptionof IA^alth. New
York: Macmillan, 1928. Maintainsthat "The huge
wastes of competitive advertisingwould not take
placeif the consumerused his head."
. "Advertising and Aggressive Salesman
ship." In Hoyt, Consumptionin Our Society.New
York and London: McGraw-Hill, 1938. This later
work by Hoyt no longer criticizesthe consumerbut
insteadthe industryitself,for being rapacious,mis
leading,crass,and wasteful.
Inglis,Fred.TheImageryof Power:A Critiqueof Ad
vertising.London: HeinemannEducationalBooks,
Ltd., 1972.
Jhally,Sut. The Codesof Advertising:Fetishismand
PoliticalEconomyof Meaningin the ConsumerSoci
ety. New York: St. Martin's Press,1987.The author
calls advertising "fetishistic," i.e., as filling goods
with a meaningfulnessfor consumerslargelyunre
lated to use.
Key, Wilson Bryan. Subliminal Seduction. New
York: Prentice-Hall,1973. How advertisingaims at
the subconsciousby usingdisguisederoticismin un

expected contexts. The book was highly popular
with the American public but seen as little more
than an irritant by advertisers.
Knight, FrankH. Risk,Uncertainty,and Profit. Bos
ton and New York: Houghton Mifflin, 1921. Dis
counts the importanceof whether information in
ads is true, assertingthat the existenceof the ad it
self createspart of the commodity'svalue.
Larrabee,C. B. "Thunder on the Right!" Printers'
Ink, March 7, 1952, pp. 39 ff. Assessespublic and
governmentalattackson advertisingabuses.
Larsen,Roy."Advertisingand the Affluent Society."
In C. H. Sandage,ed., The Promiseof Advertising.
Homewood,III.: RichardD. Irwin, 1961.Advertising
and America'sresponsibilityto spreadits affluence
around the world.

Ohmann, Richard."Doublespeakand Ideology in
Ads: A Kit for Teachers."In Donald Lazere,ed.,
American Media and Mass Culture. Berkeley:Uni
versityof CaliforniaPress,1987. Examinationof the
ways in which large corporations use advertise
mentsto gain the sympathy,support,and moneyof
the public.
Orman,Felix.A Vital Needof the Times.New York:
F.Orman, 1918. Defenseof advertisingin the face
of wartime criticismthat it waswastefuland dishon
est. Savagelyanti-Bolshevik;promotes advertising
as a primary and edifying force in a modern
democracy.

O'Toole, John. The Troublewith Advertising.New
Yorkand London: ChelseaHouse,1981. Largelyan
inventory of historical suppositions,statistics,and
gossip.Statesthat most academicians,journalists,
Lears,T. J. Jackson."From Salvationto Self-Real- and consumeradvocatescriticizeand dislikeadver
ization: Advertisingand the TherapeuticRoots of
tising becauseit isn't somethingelse.
the Consumer Culture, 1880-1930." In Richard
Packard,Vance.TheHiddenPersuaders.
New York:
Wightman Foxand T. J.JacksonLears,eds.,TheCul
ture of Consumption.New York: PantheonBooks, WashingtonSquarePress,1957. Bestsellingexpose
1983. Exploresthe relationshipbetweenadvertising of the devicesof consumermanipulation,asserting
that thesedevicesare not only flourishing but ines
and the health movement of the early twentieth
capable,effective,and inevitable.
century,a period when Americanculturewas trans
formed from one based on production, morality, Potter, David H. "The Institutions of Abundance:
and sensibilityto one basedon consumption,per
Advertising." In Potter,Peopleof Plenty: Economic
missiveness,
and passivity.
Abundanceand the American Character.Chicago:
Leduc, Robert.La Publicite.Paris: EditionsDunod, University of Chicago Press, 1954. Advertising's
most powerful effectsare "not upon the economics
1970. Akin to the work of RolandBarthes,to whom
of
our distributivesystembut upon the valuesof our
this and other of Leduc'sStructuraliststudiesof Eu
society.Its influenceis as great as religionor educa
ropeanadvertisingare dedicated;elucidatesadver
tion, yet unlike these, it does not seek—nor is it
tising's elaboratelinguistictechniques.
able—to make better individuals."
Lewis,Sinclair."SinclairLewisLooksat Advertising."
Advertising and Selling, new series, 13 (May 15, Preston,Ivan L. The GreatAmerican Blow-up: Puf
1929), pp. 17 ff. Resentmentagainst the fatuous fery in Advertising. Madison, Wis.: University of
WisconsinPress,1975. On the ethicsand legalityof
claimsof an arrogant advertisingindustry.
fraudulent advertising,the usesof misleadinginfor
Lipovetsky,Gilles.L'Empirede Tephemere:LaMode
mation and permissibleexaggeration,and Federal
etson destindanslessocietesmodernes.Paris:Gal- Trade Commission regulations. Informative and
limard, 1988. By promoting an economic system extensive.
basedon ephemeral"style," advertisingdoes not
Sandage,C. H., and Vernon Fryburger,eds. The
give causefor despair,sincesuch insubstantialfan
Role of Advertising: A Book of Readings.Hometasy is itself a desiredand marketablecommodity.
wood, III.: RichardD. Irwin, 1960. Essayson con
Mayer,Martin. MadisonAvenue, U.S.A.New York: sumer protection,masscommunication,persuasion,
Harper& Row, 1958. Discussionof Madison Ave
ethics.
nue strategies,assertingthat the public manipulates
the massmedia,not the other way around.A useful Schudson,Michael."Criticizingthe Criticsof Adver
encapsulationof the industry's responseto Vance tising: Towardsa SociologicalView of Marketing."
Media, Culture,and Society,3 (1981),pp. 3-12. Ex
Packard'sHiddenPersuaders.
aminationand rebuttalof the majorcriticismsof ad
. "The AmericanMyth and the Myths of Ad
vertising,exemplifiedby VancePackard's(that it is
vertising."In C. H. Sandage,ed., ThePromiseof Ad
manipulative)and John KennethGalbraith's(that it
vertising.Homewood, III.: RichardD. Irwin, 1961. is wasteful). Concludesthat studies of advertising
Responseto John KennethGalbraith,Arthur Schle- need more sociologicalfact and lesstheorizing.
singer,Jr.,and Arnold Toynbee.Although advertis
. Advertising: The UneasyPersuasion.New
ing operatesthrough the myth of progress,it is a
healthymyth which arisesfrom publicwish as much York: BasicBooks,1984.Arguesthat advertisingaf
fects salesonly very slightly and instead primarily
as from advertisingcraft.
works to reinforce existing patterns of consump
Mayers, Henry. "How Well Are We Selling the
tion; suggeststhat the effectivenessof modern ad
World's BestAccount." AdvertisingAge, March 29, vertisingremainsalmost impossibleto determine.
1961, pp. 83-84, 86, 88, 90. The "world's best ac
Sheldon,Roy,and EgmontArens. ConsumerEngi
count" is democracy;its "selling" is said to be en
neering: A New Technique for Prosperity. New
cumberedby liberalsin government.
York: Harper& Bros.,1932. Advertisingas a stimu
Meyers,William. The Image Makers: Power and
lus to consumption,manipulatingtaste and creat
Persuasionon Madison Avenue. New York: Time ing obsolescence.
Book Co., 1984. Attempts to understandadvertis
Smith,RalphLee.TheBargainHucksters.New York:
ing from the agencies'point of view, discussingthe
ThomasY. Crowell, 1962. Advertisingdocumented
developmentof consumerassessmentand the in
ternal politics of the firms; condemnsthe industry and condemned as unlawful and deceitful; pro
posesnew guidelinesfor governmentwatchfulness
as contributing "little of tangible valueto our socie
and public awareness,with the expressedintent of
ty .. . its only purposeis to keep usspending,spend
creatinga marketplace"where the Americanfamily
ing, spending."
can go without fear of being cheated,gouged, and
Murray,BarbaraB., ed. Consumerism:The Eternal gypped."
Triangle.PacificPalisades,
Calif.: GoodyearPublish
ing Co., 1973. Collectionof essaysby economists Strasser,Susan.SatisfactionGuaranteed:TheMak
ing of the American Mass Market. New York:
and marketing specialistsJulesBackman,Yale Bra
Pantheon, 1989. The concept of name brands in
zen, GaylordJentz,TheodoreLevitt,and others.
creatingdesirefor products.
Nadel,MarkV. ThePoliticsof ConsumerProtection.
— Tax
New York: Bobbs-Merrill,1971. Thorough history Tinkham,JulianR.Advertisingis Non-Essential
of the consumer movement in the twentieth Iti UpperMontclair,N.J.:[Privatelyprinted], 1918.A
crusade against competitive advertising,which is
century.

seen as synonymous with hucksterism and super
fluous for a country at war.
Toynbee, Arnold. "Arnold Toynbee Speaks About
Advertising." In Vernon Fryburger, ed., The New
World of Advertising. Chicago: Crain Books, 1975.
Advertising as an instrument of moral and intellec
tual miseducation and an arm of competitive busi
ness practices which implore modern man to
consume incessantly. Asserts that such practices
reflect a mentality that is not only dangerous, but
antithetical to the teachings of Christ.
Tuerck, David G., ed. Issues in Advertising. Wash
ington, D.C.: American Enterprise Institute for Pub
lic Policy Research, 1978. A collection of intelligent
legal debates over the proper role of government in
regulating advertising.
Warne, Colston E. "Advertising: A Critic's View."
Journal of Marketing, 26 (October 1962), pp. 1014. Advertising as wasteful and deceptive promo
tion of rival brands.
Wight, Robin. The Day the Pigs Refused to Be Driven
to Market: Advertising and the Consumer. New
York: Random House, 1974. How Ralph Nader and
other advocates have made consumers more critical
and aware.
Williamson, Judith. Decoding Advertisements: Ide
ology and Meaning in Advertising. London: Marion
Boyars, 1978. Examines the underlying capitalist im
plications in Western print advertisements using
Structuralist and Marxist methods.
Advertising

History and Practice

Adams, H. F. Advertising and Its Mental Laws. New
York: Macmillan Co., 1916. Early attempt to apply
"scientific" laws to advertising; chapters on atten
tion, memory, use of color, and informing the
consumer.
Adams, James D. "What IS This Modern Advertis
ing?" Advertising and Selling, new series, 6 (March
10, 1926), pp. 27, 68.
Advertising and Consumer Psychology. Edited by
Jerry Olson and Keith Sentir. New York: Praeger,
1986. Papers presented at the 1984 Consumer
Psychology Conference, on subliminal cues, meas
uring consumer attitudes, semiotics, stimuli, brand
personality.
"Advertising Increasing in 'Non-Commercial' Uses."
Advertising Age, April 30, 1980, pp. 104, 108, 112,
114.
"American Advertisers Forge Ahead in France."
Printers' Ink, November 27, 1919, pp. 43-44.
"Anticipating the 90s." Advertising Age, November
6, 1989, pp. 28-29. Predicts a greater emphasis on
direct marketing, typography, and "realism," and
"less frivolity."
Arren, J. Sa Majeste, la Publicite. Tours: Alfred
Mame & Fils, 1908. Prewar French advertising con
sidered from social and political points of view. In
cludes essays on advertising and political leverage,
protectionism, appeals to human weakness, and
tactics for enlarging a campaign. Like all of Arren's
writings, seeks to legitimize the new industry in the
eyes of a presumably suspicious populace.
. La Publicite lucrative et raisonnee. Paris:
Bibliotheque des Ouvrages Pratique, 1909. Crucial
text examines the use of reason and suggestion,
modern visual methods, American advertising de
vices, and testimonials by French manufacturers.
C?

>
Q
<
442

- -. Comment il faut faire de la publicite. Paris:
Pierre Lafitte, 1912. More a textbook than Arren's
earlier, more polemical, texts.
Barton, Bruce. The Man Nobody Knows. Indianapo
lis: Bobbs-Merrill, 1924. A biography of Christ, pre
sented as "the greatest businessman ever" whose
parables contain a special message for those in busi
ness. Well known, highly influential, and the epit

ome of what Sinclair Lewis attacked.
Beaver, Allan. "Advertising's Demise Greatly Exag
gerated." Advertising Age, August 7, 1989, pp. 20,
32.
Bensman, Joseph. "The Advertising Man." In Dol
lars and Sense: Ideology, Ethics and the Meaning of
Work in Profit and Non-Profit Organizations. New
York: Macmillan, 1967. Internal workings of ad
agencies, their ethics, management, and responsi
bilities. Concludes that advertising is a cutthroat en
terprise ideally suited for hard-hearted, non-creative
types.
Bernbach, William. "The Danger Is Mistaking Tech
nical Skill for Creative Ability." Advertising Age, Feb
ruary 1, 1960, pp. 57-58, 60.
. "It's One Thing to Have Selling Proposition,
Another to Sell It..."
Advertising Age, May 29,
1961, pp. 59, 60, 62.
-. "Facts Are Not Enough." Advertising Age
Yearbook, 1983. New York: Crain Books, 1983.
Retrospective summary of Bernbach's ideas.
Bogart, Leo. Strategy in Advertising: A Worldwide
Study. New York: Harcourt, Brace & World, 1967.
Exhaustive account of "new advertising," strategies
in spending and marketing, using media, "reach vs.
frequency," concepts of audience, measuring ef
fects. Informative advertising contrasted with the
harmful effects of appeals to emotion and the
unconscious.
Bunting, Henry S. The Elementary Laws of Advertis
ing — And How to Use Them. Chicago: Novelty
News Press, 1913. Manual exemplifying the early
"rational" approach to advertising; warns against
advertisers who think their job is merely to at
tract attention, proposing instead "attraction and
instruction."
Calkins, Earnest E. The Business of Advertising. New
York: D. Appleton & Co., 1915. Pioneering work
describing how an agency works; includes summa
tions of how to place ads, find markets. Exemplifies
"rational" approach to product selling by one of the
century's most influential copywriters.
— . "Some Advertising Methuselahs." Printers'
Ink, January 13, 1948, pp. 32-33.
Carrier, Emile. "La Suggestive Publicitaire." La Publi
cite, 27 (April 1929), p. 169.
Casson, Herbert N. Advertisements and Sales: A
Study of Advertising and Selling from the Stand
point of the New Principles of Scientific Manage
ment. Chicago: A. C. McClurg and Co., 1911.
Believes in a "reasonable predictability of the pub
lic"; much anecdotal history of wily "scientific"
business schemes.
Chambonnaud, L., Emile Gautier, and F. Thibaudeau . Les Affaires et Tannonce. Paris: Dunod, 1921.
Fuseseconomic theory with new fashion of "scien
tific" selling. Scott's laws of attention, space, inten
sity, and suggestion are applied to notions of
customer satisfaction, illustration, typography, and
poster construction.
Coleman, Loyd Ring. "Out of Witchcraft by Psycho
analysis." Advertising Age, June 30, 1958, pp. 6768. "Subliminal advertising is a 'scientific absurdity,'
like table rapping or Ouija boards."
Colford, Steven W. "Hail to the Image; The Reagan
Legacy: Marketing Tactics Change Politics." Adver
tising Age, June 27, 1988, pp. 3, 32. Celebrates ad
vertising's triumph of the image and crafted reality,
focusing on the ways in which Ronald Reagan, "the
greatest salesman ever," used marketing's manipu
lative devices.
Coolsen, Frank G. "Pioneers in the Development of
Advertising." Journal of Marketing, 12 (July 1947),
pp. 80-86. A review of books on American market
ing practices prior to 1910.
"Creatives Bemoan Current State of Advertising."
Advertising Age, May 26, 1980, p. 10.

Cumings, Tax. "Profusion of Ads is Ushering in the
Era of the One-Two Punch." Advertising Age, Janu
ary 6, 1964, pp. 53-54.
Cummings, Bart. The Benevolent Dictators: Inter
views with Advertising Greats. Chicago: Crain
Books, 1984. Collection of interviews with former
agency directors charts growth and change of the
ad industry since 1930.
Curti, Merle. "The Changing Context of Human Na
ture in the Literature of American Advertising."
Business History Review, 41 (Winter 1967), pp.
335-57. SurveysAmerican advertising's shifting no
tions of "human nature" and consequent changes
in strategy from the 1880s to the 1950s.
Delia Famina, Jerry, and Charles Sopkin. From Those
Wonderful People Who Brought You Pearl Harbor:
Front-Line Dispatches from the Advertising Wars.
New York: Simon & Schuster, 1970. Expose of
Madison Avenue practices.
Dermee, Paul, and Eugene Courmont. Les Affaires
et L'affiche. Paris: Dunod, 1922. Adapts scientific
principles of attention, repetition, visibility, color,
and suggestion from psychologist Wilhelm Wundt
and Chicago adman W. D. Scott and their applica
tion to poster advertising.
DeWeese, Truman A. The Principles of Practical Pub
licity. Philadelphia: George W. Jacobs, 1906. Ad
dresses the popular but conservative "reason why"
approach to marketing, outdoor advertising, and
rules for the successful creation of advertising
imagery.
[Dichter, Ernest, and Albert Shepard], "Psychologi
cal Engineering: Detroit's Future Approach to Auto
mobile Design?" Printers' Ink, November 21, 1958,
pp. 65-66.
Dichter, Ernst. The Strategy of Desire. Garden City,
N.Y.: Doubleday, 1960. Asserts that advertisers
should strive to make people "consciously discon
tent" by providing them with product "information"
while exploiting every conceivable dissatisfaction
with their present. Humanity progresses only by the
extent to which it is dissatisfied so "hedonism
. . . must be brought to the surface once again."
. "Dichter Lists Nine Things to Keep in
Mind." Advertising Age, September 5, 1966, pp.
63, 64, 66.
Dickinson, Roy. "How U.S. Could Use Paid Advertis
ing." Printers' Ink, July 11, 1941, pp. 9-12, 77, 79.
Dietz, W. Stephens. "Are Ad Trends Changing?
Yes, with Public Moods." Advertising Age, May 12,
1969, pp. 51-52.
"Directe et Indirecte."
1927), pp. 160-62.

La Publicite, 25 (March

Donaton, Scott, and Pat Sloan. "Ad 'Printaculars'
Under Scrutiny." Advertising Age, February 12,
1990, p. 32. Growing criticism of gimmicky inser
tions in print advertising.
Dornbush, Sanford, and L. Hickman. "Otherdirectedness in Consumer Goods Advertising: A
Test of Riesman's Historical Theory." Social Forces,
38 (December 1959), pp. 99-104.
"Le Droit Publicite." La Publicite, 18 (April 1920),
p. 159.
Dupont, Edouard. "Les Deux Methodes: New York
et Paris." La Publicite Moderne, 2 (September
1906), pp. 1-3.
"The Eighties: What a Decade!" Advertising Age,
January 1, 1990, pp. 13-15, 21-29, 32-35. Nos
talgic picture-history surveys consumer values and
interests as seen by the advertising community.
Eisner, David M. "Leo Burnett: The Solid Sell." The
Wall Street Journal, January 12, 1977, p. 39.
Elinder, Eric. "Needed: Advertising That PassesAll
Boundaries." Advertising Age, November 27, 1961,
pp. 91, 92, 94, 96.
Fisher, Karen. "Say Goodbye to Soft Sell." Advertis-

ing Age, March 17, 1980, p. S1.
Fonteix,J. B., and Alexandre Guerin. La Publicite
Methodique. Paris: Societe Franqaisede Publica
tions Periodiqueset de Publicite, 1922. A manuel
pratique which urges the use of various means;
printing techniques,usesof typography, methods
and meansof newspaperadvertisingare all treated.
Fox,FrankW. MadisonAvenue Goesto War: The
Strange Military Career of American Advertising,
1941-1945. Provo,Utah: BrighamYoung Universi
ty Press,1975. Content analysisof Americanadver
tisementsduring World War II and their complex
relationsto the financial interestsof American in
dustry, the advertising community, and the U.S.
Government.
Fox, Stephen.The Mirror Makers. New York: Vin
tage Books,1984. Intelligent"group biography" of
Americanadvertisers;chartsthe riseand fall of ad
vertising's powers, arguing that since the Depres
sion, the industry has had to contend with an
increasinglyskepticalpublicand, therefore,hascho
sen to employ increasinglyelaborateand scurrilous
practices.
Fremont,Louis.La Publicite,son historique,sa tech
nique. Verdun: H. Fremont& Fils, 1924. The early
twentieth century's"scientific advertising,"its laws
and applications;a short historyof the subjectand
its use in the modern city.
French,George.Advertising: TheSocialand Econo
mic Problem.New York: RonaldPress,1915. Em
phasison advertisingreform, applicationof science
to art of selling,ethics,socialeffects.
Garrett, Paul. "Advertising and the Economicsof
U.S.Defense."Advertisingand Selling,June 1941,
unpaginatedsupplement.
Gautier,Emile."La PropagandeNationaleet la pub
licite." La Publicite,21 (April 1923), pp. 161-63.
— . "L'Evolution de la publicite." La Publicite,
21 (January1924), pp. 865-67.
Gerin, Octave-Jacques,
and C. Espinadel.Publicite
suggestive:Theorieet technique.Paris:H. Dunod &
E. Pinat, 1911. W. D. Scott's "psychological" ap
proachto advertisingas adopted by the Frenchad
vertisersGerin, Hemet, and Arren, France'smost
importantadvertisingtheoristsand promotersin the
early century.
Ginsburgh,A. Robert(Lt. Col.). "An Army Spokes
man OutlinesAdvertising'sJob in War." Advertising
and Selling,35 (January1942), pp. 25, 26, 42.
Gossage,Howard. Is ThereAny Hope for Advertis
ing?. Urbana and Chicago: University of Illinois
Press,1986. Brilliantessayson billboards,advertis
ing psychology,creativity, copywriting, gimmicks,
and designingcampaigns.
Gould, Philip.Advertising,Politics,and PopularCul
ture: From Salesmanshipto Therapy. New York:
ParagonHouse, 1987. Attempts to cover internal
debateswithin the industryand therebydraw paral
lels between ad campaignsand America's public
sensibilityand political ideologysinceWorld War II.

Hart, Gifford R. "Comes Now the ClaimlessEra."
Printers'Ink, August 12, 1955, pp. 26-28. After the
ads of DavidOgilvy,the trend awayfrom competi
tive claimstoward a simple,positivepresentation.

licite, 17 (May 1919),pp. 151-53. Postwarapplica
tion of new theoriesof repetition, suggestion,and
"les lois de la psychologie" to Frenchadvertising
community.

Hemet, D. C. A. "La Reclameappreciee par les
economistes."La Publicite,8 (October 1910), pp.
417-19.

— . "Psychologiede la subconscience."La Pub
licite, 19 (May 1921), pp. 219-21.

. Traitepratique de publicite. Paris:Editions
du BureauTechniquede "La Publicite,"1922. Intro
duction to the advertisingprofession;chapterson
consumer relations, the uses of typography, the
constructionof newspaperads,modern sellingpsy
chology,and the effectiveuse of illustration.
"Here Come the SuperAgencies."Fortune,August
27, 1979, p. 46.
Hervier."L'Evolution de la publicite." NouvelleRe
vue, 160(1906),pp. 377-91 . A historyof the news
paper, advertising,and the public sincethe French
Revolution.
Higham, Sir CharlesF. ScientificDistribution. New
York: A. A. Knopf, 1918. Advertising's early at
tempts to legitimize itself by using "scientific"
methods. Advertisingseen as a beneficent educa
tor, a denouncerof fraud, and, being the modern
world's greatesttool for the distributionof informa
tion, part of the advance toward a higher
civilization.
Hollingworth, Harry Levi. Advertising and Selling:
Principlesof Appeal Response.New York and Lon
don: D. Appleton & Co., 1913. Poppsychologyad
vertising textbook. Bowdlerizedversionsof W. D.
Scott's ideas, reworked in an attempt to address
matters of visualformation, its relation to memory
and persuasion.
Hopkins,Claude.My Life in Advertising.New York:
Harper& Bros.,1927. Explicationof the "hard-sell"
techniqueof the early century.One of the most in
fluential books in the history of advertising; read
avidlyin the U.S.,Britain,and France.
Hotchkiss,George Burton. An Outline of Advertis
ing. New York: Macmillan, 1933.
"How AdvertisingCan Helpthe U.S.Win Both War
and Peace."Printers'Ink, July3, 1942, p. 29.
"How the War Affected Marketing." Printers'Ink,
September21, 1945, pp. 22, 143-48.
Howard,Ainsworth. "More ThanJusta PassingFan
cy." AdvertisingAge, July30, 1979, p. 50.
Hower, RalphM. Historyof an AdvertisingAgency:
N. W. Ayer and Son at Work, 1869-1939. Cam
bridge, Mass.: Harvard University Press,1939. A
vast, scholarly,and highly regardedwork long val
ued for its intelligence and its abundance of
material.
Jacoby,Jacob,Wayne D. Hoyer,and Mary R. Zimmer. "To Read,View or Listen?" In JamesH. Leigh
and Claude R. Martin, eds., Current Issuesand Re
searchin Advertising.Ann Arbor, Mich.: University
of MichiganPress,1983. Cross-mediaanalysisof in
formation receptivity; finds print media most
effective.

Gunther,John. Takenat the Flood: TheStoryof Al
bert D. Lasker.New York: Harper & Bros., 1960.
Lasker,Madison Avenue'sfirst tycoon, was to the
first half of the century what Ogilvy and Bernbach
were to the second.Laskerbuilt his empire by sur
rounding himself with innovativecopywriterswho
redirectedthe nineteenth-centurynotion that ad
vertising was simply to displaygoods, arguing in
stead that the industry'srole was to convinceand
persuade,to provide reasons,and to assert.

Jaffe, Robin. The Advertising Index. Los Angeles:
LosAngelesAdvertisingClub, 1918. Guide for stu
dents and professionals.

Harper, Paul C., Jr. "ConsumersSeeAds Through
Filters." Advertising Age, June 7, 1965, pp. 121,
122.

Koepp,S. "The BritishAdmen Are Coming." Time,
April 28, 1986, p. 53.

Harris,Ralph,and Arthur Seldon.Advertising and
the Public.London: Institute for EconomicAffairs,
1959. Surveyof advertising'seconomics,critics,ef
ficacy,and customers.

Jereski,Laura Konrad. "Do You Know Your Con
sumers?"Marketing and Media Decisions,18 (Feb
ruary 1984), pp. 76-78, 142, 144.
Jurist,Stewart S. (Sgt.). "Leaflets Over Europe: Al
lied PropagandaUsedSomeAdvertisingPrinciples."
Printers'Ink, October 26, 1945, pp. 23-24.

Kurnit, Shep."Creativity: Nothing New in '82." Ad
vertising Age Yearbook 1983. New York: Crain
Books,1983. Surveysadvertising'sdeepening"cre
ative depression"of the 1980s.
Lallemand,Jules."Psychologieet publicite." La Pub

. "L'Art de la propagande." La Publicite,19
(October 1921), pp. 537-38.
. "Propagandaet publicite." La Publicite,19
(November1921), pp. 610-13.
Larrabee,C. B. "Importance as Well as Truth in
Advertising." Printers' Ink, August 25, 1944, pp.
21-22.
Lasker,Albert D. "The PersonalReminiscences
of Al
bert Lasker." American Heritage, 6 (December
1954), pp. 74-84. Encapsulatesthe accomplish
mentsof one of America'smost influentialadvertis
ing men.
Lears,T. J. Jackson."Some Versionsof Fantasy:To
ward a Cultural History of American Advertising,
1880-1930." Prospects,9 (1984), pp. 349 ff.
"Let CreativeMen, Not Researchers,
Control Agen
cy Research."AdvertisingAge, November16, 1964,
pp. 1, 147.
Ludgin, Earle. "Advertising Must Be Unexpected
and Believable."AdvertisingAge, January19, 1959,
pp. 81-82, 84.
Lyons,R.S. "War CreatesNew AdvertisingThemes."
Printers'Ink, October 10, 1941, pp. 13-16.
McCreary,E. "The Uncommon Market: Advertis
ing." Chapter in McCreary,TheAmericanizationof
Europe. Garden City, N.Y.: Doubleday,1964. Re
view of the practicesundertaken by American ad
vertiserssellingAmericangoods in Europe.
McFee,William E. "EmotionalismTakes'Why' from
Reason-WhyCopy." Printers' Ink, November 24,
1932, pp. 44-45. Depression-eraarticle asserting
that a rational approachto selling is alwayslessef
fectivethan appealsto emotion.
McMahon, Michael. "An AmericanCourtship: Psy
chologistsand AdvertisingTheoryin the Progressive
Era." AmericanStudies,13 (Fall 1972), pp. 5-18.
Marchand, Roland. Advertising the American
Dream: Making Way for Modernity, 1920-1940.
Berkeley: University of California Press,1985. A
study of American advertising techniques from
1920 to 1940; arguablythe best historyto appear
to date.
Martineau, Pierre.Motivation in Advertising: Mo
tives That Make PeopleBuy. New York: McGrawHill, 1957. Amalgamates pop-Freudianismwith
elaborate rhetoric to convinceadvertisersthat ads
are most effective when they dispensewith logic
and use subliminalvisualdevices.
Mataja,Victor. "La Reclameau point de vue economique et social." Revued'economie politique, 25
(Paris,1911), pp. 587-600.
Miller, A., and D. Tsiantar."Psychingout Consum
ers." Newsweek,February27, 1989, pp. 46—47.
Miller, Rod. "No EscapingAds: The Responseto
Clutter—More Clutter." Advertising Age, Decem
ber 11, 1989, p. 34.
Millman, Nancy.Emperorsof Adland: Insidethe Ad
vertising Revolution. New York: Warner Books,
1988. Chroniclesadvertising'spowermongeringof
the seventiesand eighties.
Norins,Hanley."Join the Revolution:Get Ad Read
ers into the Act." Advertising Age, December 1,
1969, pp. 85-86, 88.
O'Connor, RichardD. "The Futureof Advertising."
Vital Speechesof Our Day,55 (July 15, 1989), pp.
583-87.
O'Dea, Mark. "The Power of Fear" Printers' Ink,
April 23, 1936, p. 29. Fear is not only one of the

most effective selling techniques, but a prime
means of motivating people in any collective under
taking: "It is our national salvation."
Ogilvy, David. Confessions of An Advertising Man.
New York: Ballantine Books, 1963. Rule book for
successful advertising from one of the industry's
leaders. Proposes that superior advertising requires
a superior product, a wealth of factual data rather
than a single pitch, and a "suggestive" approach
that will charm and impress, not harangue, the pro
spective buyer.
Opdycke, John Baker. Advertising as a Selling Prac
tice. Chicago and New York: A. W. Shaw Co.,
1918. Rails against the use of decoration and pro
motes the use of large formats, heraldry, repetition,
direct and terse language, and uplifting sentiments.
"(.'Organisation de la propaganda." La Publicite, 22
(January 1924), pp. 913-16.
Pease,Otis. The Responsibilities of American Adver
tising. New Haven, Conn.: Yale University Press,
1958. Scholarly history of American advertising,
1920-40, dealing primarily with challenges to ad
vertising, weapons of persuasion, socio-economic
pressures, and cultural contexts.
Percy, Larry. "A Review of the Effect of Specific Ad
vertising Elements upon Overall Communication Re
sponse." In James H. Leigh and Charles P. Martin,
Jr., eds., Current Issues and Research in Advertising
1983. Ann Arbor, Mich.: University of Michigan
Press, 1983. Modern psycholinguistics, visual image
ry, and their effect upon consumer response to im
plicit and explicit strategies.
Percy, Larry, and John R. Rossiter. Advertising Strate
gy. New York: Praeger, 1980. Advertising as affect
ed by recent findings in cognitive psychology,
linguistics, information processing, and communi
cation theory; discusses repetition, memory, and
visual emphasis.
Piteraerens, Jules. "Publicite et suggestion." La Pub
licite, 17 (December 1919), p. 433.
Politz, Alfred. "The Dilemma of Creative Advertis
ing." Journal of Marketing, 25 (October 1960), pp.
1-6. The merits of creativity and its relationship to
effective marketing.
Pollay, Richard W. Information Sources in Advertis
ing History. Westport, Conn.: Greenwood Books,
1979. Richly annotated bibliography indispensable
for any study of advertising history.
. "The Subsiding Sizzle: A Descriptive History
of Print Advertising, 1900-1980." Journal of Mar
keting, 49 (Summer 1985), pp. 24-37.
Pope, Daniel. "French Advertising Men and the
American 'Promised Land.'" Historical Reflections,
5 (Summer 1978), pp. 117-38. Socio-economic
evaluation of the distinctions between French and
American attitudes toward advertising from 1900
to 1918.
. The Making
York: Basic Books,
American advertising
Charts the history of
discusses advertising
strategies, and social

of Modern Advertising. New
1983. A superb analysis of
from the 1880s to the 1920s.
shifts within the industry and
journals, criticism, marketing
effects.

Powell, Richard P. (Lieut.). "How U.S. Army Cooper
ates with Advertisers in Wartime." Printers' Ink, July
10, 1942, pp. 48-52.
. "The War Department's Advertising Poli
cy." Advertising and Selling, new series, 35 (August
1942), pp. 44, 74, 76.
ID

>
O
<
444

Presbrey, Frank Spencer. The History and Develop
ment of Advertising. New York: Greenwood Press,
1929. Long considered a standard, this study of ad
vertising concentrates on the late nineteenth centu
ry, though it includes a discussion of the early
twentieth century and catalogues the tactics and
rhetoric of advertising as it attempted to legitimize
itself.

Printers' Ink: Fifty Years, 1888-1938. New York:
Printers' Ink Publishing, 1938. An invaluable ac
count of the shifting attitudes, approaches, and
ideologies within the industry.
"Propagande Ingenieuse." La Publicite, 30 (January
1933), p. 20.
"La Publicite dans la construction mecanique." La
Publicite, 21 (March 1923), pp. 95-97.
"La Publicite en France." La Publicite Moderne, 1
(November 1905), pp. 14-17.
"La Publicite sous la dictature nazie." La Publicite,
31 (January 1934), p. 32.
Ray, Michael L. Advertising and Communication
Management. Englewood Cliffs, N.J.: Prentice-Hall,
1982. Intelligent textbook of high repute; provides
good summaries of strategies prevalent in the
1970s and early 1980s.
Reeves,Rosser. Reality in Advertising. New York: Al
fred A. Knopf, 1961 . Adman's job is to "prove" the
superior qualities of one product over another
through a Unique Selling Proposition, or "hard sell,"
hinging on a single, forceful claim driven home with
a vengeance, and coupled with the implication that
all competitors' statements were no more than
hot air.
Reid, Leonard N., and Sandra Ernst Moriarty. "Ide
ation: A Review of Research." In James H. Leigh and
Claude R. Martin, Jr., eds.. Current Issues and Re
search in Advertising 1983. Ann Arbor, Mich.: Uni
versity of Michigan Press. Explores "ideation" — the
conceiving of original ideas through imagination —
and its application to marketing.
"La Reglementation de la publicite." La Publicite, 21
(January 1924), pp. 893 ff.
Rothenberg, Randall. "Brits Buying Up the Ad Busi
ness." The New York Times Magazine, July 2, 1989.
. "Shifts in Marketing Strategy Jolting Adver
tising Industry." New York Times, October 3, 1989.
Rowsome, Frank. They Laughed When I Sat Down.
New York: McGraw-Hill, 1959. A picture book of
successful American advertising campaigns; also in
cludes a great deal of campaign history and market
ing strategy.
Russell, Thomas, and Glenn Verrill. Otto Kleppner's
Advertising Procedure. 9th ed., Englewood Cliffs,
N.J.: Prentice-Hall, 1986. Modernized revision of
Otto Kleppner's 1925 original, with updated infor
mation on advertising history, theory, and practice
in the media-saturated 1980s.
Ryckman, Peter. "Write the Ad Before You Design
a Product." Advertising Age, December 17, 1979,
p. 41.
Saatchi, Maurice. "The Future According to Saatchi." Advertising Age, March 21, 1988. Proposes
and predicts a "global philosophy" to guide adver
tising on an increasingly international scale.

lier, more understated, simple presentation of
goods. He viewed the populace as impulsive, un
thinking, and easily manipulated, insisting that any
appeal to reason was based on a flawed assessment
of human character.
Seldin, Joseph. Golden Fleece: Selling the Good Life
to Americans. New York: Macmillan, 1963. Excel
lent source for postwar marketing history and var
ious aspects of advertising, including promotion,
packaging, public relations, and the media.
Serstevens, A. "La philosophie de la publicite." La
Publicite, 19 (June 1921), p. 285.
Shepard, T. Mills. "Defense as an Advertising
Theme." Advertising and Selling, new series, 34
(November 1941), pp. 16-17.
. "What the War Theme Is Doing to Advertis
ing Readership." Advertising and Selling, new se
ries, 35 (October 1942), pp. 13-15.
"Sicken 'em; Sell 'em." Printers' Ink, July 14, 1939,
pp. 21-22. Examines increasing use over the pre
ceding decade of the ploy of inventing a "disease"
("razor-blade skin," "halitosis") and then present
ing its cure: the product.
Skelley, Florence R. "The Impact of Advertising on
the Social Sciences." Advertising Age, April 30,
1980, pp. 68, 70.
Smith, Roland B. "Can Advertising Prevent World
War III?" Printers' Ink, December 5, 1942, pp. 3233, 60.
Smith, Willard K. "A Primer of Propaganda." Adver
tising and Selling, new series, 23 (June 21, 1934),
pp. 32, 34, 36. An admiring appraisal of the persua
sive techniques American advertisers could learn
from Adolph Hitler, who had come to power the
year before.
Snyder, A. H. "Puissance de suggestion de la publi
cite." La Publicite, 7 (December 1909), p. 495.
Snyder, Kenneth C. T. "Use Humor in Ads When
You Have a Lot to Say." Advertising Age, Septem
ber 28, 1964, pp. 89-90.
Starch, Daniel. Principles of Advertising. Chicago
and New York: A. W. Shaw Co., 1923. Vast investi
gation of advertising business, analysis of tech
niques, notions of "human nature," discussions of
color, layout, media, trademarks, economics, and
changes in the industry. This, Frank Presbrey's, and
W. D. Scott's were the three key "in-house" texts of
the early century.
. "What Consumers Really Think About Ad
vertising." Printers' Ink, July 24, 1942, pp. 26-27.
"Subliminal Advertising." Advertising Agency, May
23, 1958, pp. 14-19, 22. The best contemporane
ous account on the questionable effectiveness of at
tempts to sell through indirect unconscious appeals.
Thibaudeau, F. "L'Annonce franqaise." Annuaire
graphique, 39 (1910-1 1), n. pag.

Sampson, Henry. A History of Advertising from the
Earliest Times. London: Chatto & Windus, 1874.
The best of the early histories of advertising and
selling.

"Trade-marks Don't Detract from Messages Donat
ed to Government." Printers' Ink, November 27,
1942, p. 58. Ploy by which advertisers cloaked
themselves in nationalist rhetoric.

Sawyer, Howard G. "The Consumer Is a Jerk!"
Printers' Ink, March 1, 1946, pp. 23-25.

Trout, Jack, and Al Reis. "Positioning Era Cometh."
In Vernon Fryburger, ed., The New World of Adver
tising. Chicago: Crain Books, 1975. "Positioning"
presented not as a change in advertising technique
but as a concept with which advertisers could better
define their markets, and thus sell to them. The ap
peal of a product based on the position of its par
ticular "slot" in relation to others.

Schultze, Quentin J. "Advertising and Progressivism." Journal of Advertising History, no. 3 (March
1980), pp. 90-1 10. Charts history of American ad
vertising's self-legitimization, 1900-30; argues that
its prosperous growth and social standing were due
to scientific advancements and the "elevation of the
businessman" from his earlier status as a mere pur
veyor of goods.
Scott, Walter Dill. The Psychology of Advertising.
Boston: Small, Maynard & Co., 1908. The most in
fluential of the "psychological" advertising text
books of the early century. Scott promoted the use
of "suggestion" and implied value rather than the
popular "reason-why" method of selling or the ear

— . "The Decline and Fall of Advertising: 'Posi
tioning' 20 Years Later." Advertising Age, June 26,
1989, p. 20. Asserts that the emphasis on "creativ
ity" is crippling advertising; proposes an increase in
the use of candor and fact, and a sharpening of the
ad's perception in the consumer's mind.
True, Herbert G. "How to be Creative." Printers' Ink,
January 4, 1957, pp. 19-23.

Turner, Ernest S. The Shocking History of Advertis
ing. London: M. Joseph, 1952. Compilation of the
amusing and seamy aspects of British advertising,
hucksterism, and blatant fraud, entirely symptomat
ic of the postwar skepticism held by the public, akin
to American bestsellers by Wakeman and Vance
Packard.

Wood, James Playsted. The Story of Advertising.
New York: Ronald Press, 1958. Biographically ori
ented history of advertising from the colonial period
to the 1950s, examining changes in the industry
during international conflicts, the development of
media, the use of language, and the emergence of
the modern advertising agency.

"Two Different Animals: Brand Awareness and Cor
porate Image." Forbes, March 6, 1989, p. 20.

"You Can't Escape M.R." Printers' Ink, January 3,
1958, pp. 20-23, 26-33. Appraisal of the work of
Ernst Dichter and the craze for the controversial Mo
tivation Research.

Tyler, William D. "Corporate Ads Must Influence a
Hostile Public." Advertising Age, October 18, 1971.
Unwin, Stephen. "How Culture Affects Advertising
Expression and Communication Style." Journal of
Advertising, 2 (January-February 1974), pp. 24-27.
Wadsworth, Gerald B. Principles and Practices of
Advertising. New York: G. B. Wadsworth, 1913. Pri
marily economic advice for advertisers. More con
cerned with the application of "scientific laws" than
the construction of advertisements themselves.
Chapters on psychology, belief in appealing to con
sumers' ambitions, fears, and "sense of purity."
Waldsberger, Jean, and Charles Gonset. "Vente
et psychologie." La Publicite, 21 (June 1923), pp.
357-58.
Walley, Wayne. "Advertisers 'Up in Arms.'" Adver
tising Age, March 27, 1989, pp. 1, 68. Deals with
the industry's reaction to what it sees to be a "new
Puritanism" among consumers.
"A War Message in Every Ad." Advertising and Sell
ing, new series, 36 (July 1943), p. 26.
"We Are the Ad World." Creativity (supplement to
Advertising Age), November 6, 1989, pp. 20-22,
26-27 . Profile of "adland's new kids on the block."
Weir, Walter J. "Fighting Mad!" Printers' Ink, April
3, 1942, p. 65. The advertising community and the
promoting of a wartime mentality.
. "Opportunity!"
1942, pp. 13-14.

in Printers' Ink, April 10,

— . " 'Look of the Sixties' Replaces 'Readership
School' of Ads." Advertising Age, October 8, 1962,
pp. 75-76.
Weiss, E. B. "Propaganda Idea." Printers' Ink, Janu
ary 17, 1941, pp. 37, 40.

Advertising

Art

Agha, M[ehemed] F[ehmy], "Leave European Art in
Europe." Advertising Arts (supplement to Advertis
ing and Selling), January 1932, pp. 15-18.
- — — . "Art and Art Directors." Advertising Arts
(supplement to Advertising and Selling), May 1935,
p. 13. Rise of the status of the art director and ten
sion between art and business.
Aldersay-Williams, Hugh. "Double Vision." Adver
tising Age, April 4, 1988, pp. 20-22, 43. Asserts
that although print advertising and "the lofty realm
of art have never been further apart," attempts are
being made in advertising to merge the two, "to
make something beautiful."
"Les Annonces de langue anglais: Les chez eux et
chez nous." La Publicite, 18 (January 1921), pp.
593-96.
"Les Annonces de langue anglaise." La Publicite, 18
(April 1920), pp. 155-57.
"Les Annonces de langue anglaise: La Publicite
franqaise en Amerique." La Publicite, 18 (October
1920), pp. 411, 413.
Art Directors Annual. New York: Art Directors'
Club, 192 1—. Annual report on art directors' best
designs.
"Art for Art's Sake." Printers' Ink, November 19,
1925, pp. 145-46, 148, 151.
Aymar, Gordon. An Introduction to Advertising Il
lustration. New York and London: Harper & Bros.,
1929.

— . "Advertising's Crisis of Confidence." Ad
vertising Age, June 26, 1967, pp. 138, 140, 142,
144.

Baker, Stephen. Advertising Layout and Art Direc
tions. New York: McGraw-Hill, 1959. Written at
outset of the "creative revolution" in advertising of
the late 1950s. Contains invaluable information on
the relation between word and image, the uses of
photography, brand image. The book itself is a fine
example of the "new" layout and design of the
period.

. "Fifty-One New Advertising-Marketing
Regulations Offer Lively Future." Advertising Age,
October 25, 1971, pp. 67, 68, 70.

. Visual Persuasion. New York: McGraw-Hill,
1961. Catalogue of current graphic design in all
media.

Weld, L. D. H. "French Advertising, Judged by
American Standards, Seems Backward." Printers'
Ink, January 27, 1933, pp. 96, 98, 100, 102, 106.

Bedell, Clyde. "Money's No Object with Us." Adver
tising Age, February 16, 1959, p. 67. A recent spate
of shoe illustrations seen as "innovative" but not as
good advertisements, even though they were prizewinning designs by Andy Warhol.

. "How to Get More Draftee Business." Ad
vertising and Selling, new series, 34 (May 1941), pp.
34-35, 86-89.

. "Why Wartime Advertising Is Most Impor
tant of All." Printers' Ink, September 25, 1942, pp.
29-30.
West, Paul B. "Advertising Can Provide the Leader
ship That Will Save Our Democracy." Printers' Ink,
July 5, 1946, pp. 64-73.
Wiener, Mort. "What's Happened to Creativity?"
Printers' Ink, July 19, 1957, pp. 19-20. Advertising
man rails against the trend of presenting an appeal
ing image, rather than remaining within the timehonored tradition
of persuasively presenting
information.

Berdanier, Paul F. "Art for Ad's Sake." Printers' Ink,
May 28, 1943, pp. 15-16.
"Blended Pictures." Printers' Ink, August 24, 1933,
pp. 25-26. Conservative endorsement of compos
ite photography: "The very nature of photomon
tage is likely to lead to confusion."
Brennan, John E. "Power Through Simplicity." Print
ers' Ink, January 17, 1958, p. 70.
Buchanan, C. M. "Post-war Advertising Will Need
More Realism." Printers' Ink, September 8, 1944,
pp. 34, 36.

Winski, Joseph M. "The Decade of the Deal." Ad
vertising Age, January 1, 1990, pp. 3-4. Celebrates
"the excessive 80s, the me-first years, the ultra
consumers," and the marvels of government
deregulation.

Burkhardt, Ron. "A Creative Mind: Will It Return in
the 1980s." Advertising Age, March 31, 1980, pp.
45-52.

Woestyn, H. R. "Quelques modes bizarres de publi
cite." La Publicite moderne, 2 (September 1906),
pp. 7-8.

Calkins, Earnest Elmo. "What Has Art to Do with
Advertising." Advertising and Selling, new series, 8
(January 12, 1927), pp. 28. 84-85.

. "Modern Art and the Stock Market." Ad
vertising and Selling, new series, 11 (September 19,
1928), p. 2 1. The skillful use of modern art in adver
tising as a key to higher profit.
"Beauty in the Machine Age." Printers' Ink,
September 25, 1930, pp. 72 ff. Beauty in modern
design can never rival fine art, but does "awaken
some sense of taste in millions of minds." Business is
encouraged to help stimulate and create a taste for
mass-made beauty.
'Design and Economic Recovery." Adver
tising and Selling, new series, 21 (July 1933), pp. 913. Champions the combined forces of modernism
and industry to help the economy since "in the mid
dle ages, religion was an ideal— and men made it
pay. . . . Today beauty is an ideal— and we can make
it pay."
"1934." Advertising Arts, January 1934,
pp. 9-1 2. Senses a turn away from "modernism to
realism," because "advertising is beginning to make
its appeal to a lower intellectual stratum."
Calkins, H. "Is Advertising Art Only the Stepchild of
Fine Art?" Advertising and Selling, new series, 5
(May 20, 1925), p. 30.
Campbell, Heyworth. "Going Buckeye Vengefully
. . . But Intelligently." Printers' Ink Monthly, 24 (Feb
ruary 1932), pp. 22-23, 58. Rails against "art" in
advertising, proposing a shift toward a more direct,
more emotional, tabloid approach.
Campbell, James M. "They Don't Think Much of
Business Men in Europe." Advertising and Selling,
new series, 16 (November 13, 1929).
Clarke, Rene. "Cavalcade." Advertising Art, Sep
tember 1934, pp. 9-13. Review of advertising de
sign and uses of photography, 1900-34.
Coiner, Charles T. "Annual Thirteenth Art Directors'
Show." Printers' Ink Monthly, 28 (May 1934), pp.
18-19.
—
. "What Are the Limits of Fine Art in Adver
tising?" Advertising and Selling, new series, 34 (Oc
tober 1941), pp. 14-15.
"Comment employer I'art en publicite." La Publi
cite, 18 (January 1921), pp. 589-90.
Comstock, J. B. "Considerations for the Use of Col
or." Printers' Ink, March 12, 1914, pp. 44—47.
"Les Conditions techniques." La Publicite, 18 (June
1920), pp. 223-25.
Cone, Fairfax. "Picking Ten out of Eleven." Advertis
ing Age, September 28, 1959, pp. 121-22.
Craven, Thomas. "Men of Advertising Art." Print
ers' Ink Monthly, 28 (May 1934), pp. 18-19. While
spurning excesses in the artwork of both avantgarde modernists and advertising artists, the author
urges a compromise between the two as a way to
improve both.
Day, William L. "Fundamentals and Decadence."
Printers' Ink, March 5, 1936, pp. 17-18, 22, 24.
Short assessment of what was good and bad in thir
ty years of advertising design.
Dean, Arthur W. Modern Publicity: A Plea for Art in
Advertising. London: Sir Isaac Pitman & Sons, Ltd.,
1921. Praises the "unified" imagery of American
advertisements wherein a "singleness of effect" is
created, but shuns the aggressive and manipulative
"psychological" rhetoric which is its invariable
counterpart.
Deiss, Jay."How Modern Art Is Influencing Advertis
ing." Advertising and Selling, new series, 42 (No
vember 25, 1949), pp. 33-37.
Delano, Frank. "Image Power: How It Is Acquired."
Advertising Age, March 24, 1980, pp. SI , S4.
Deutsch, David. "Three Telling Tales in the Life of an
Agency Art Director." Advertising Age, October 8,
1979, p. 61.
Divry, P. "Chef de fabrication et imprimerie."

La

L9

>
o
<
445

Publicite, 31 (March 1933), pp. 218-20.
Dobrow, Larry. When Advertising Tried Harder: The
60s— The Golden Age of Advertising. New York:
Friendly Press, 1984. Collection of successful cam
paigns of the 1960s: Avis, Clairol, Volkswagen,
Benson & Fledges, Eastern Airlines.
"Exhibit of Decorative Advertising Art."
Ink, May 21, 1914, pp. 90-94.

Printers'

"Exhibit of Prize Posters in New York." Printers' Ink,
November 18, 1915, p. 84.
Feasley, Florence G., and Elnora W. Stuart. "Maga
zine Advertisement Layout and Design." Journal of
Advertising, 16 (1987), pp. 20-25. Survey of the
history of style in American advertising layout.

pedes sales and confounds viewer as to what the
product is.
Gossage, Howard. "Feel About Your Audience as
an Actor Must." Advertising Age, March 9, 1959,
p. 59.
Gossop, Robert Percy. Advertisement Design. Lon
don: Chapman & Hall, Ltd., 1927. Conservative but
useful handbook of layout and design. Chapters in
clude "Vitality in Design," "The Public Taste," and
"The Treatment of Natural Form."
Gottscholl, Edward, and Arthur Hawkins, eds.
Trends in Visual Advertising, 1959-1964. New
York: Art Direction Books, 1965.
. Trends in Visual Advertising, 1965-1974.
New York: Art Direction Books, 1974.

Feulner, Cliff. "Skip Subheads: Your Ad Is Stronger
Without Them." Advertising Age, July 8, 1968, pp.
77-78.

Green, Ernest S. "Double Duty Illustrations." Print
ers' Ink, February 9, 1933, pp. 48-49.

Fitzgerald, Henry. "There Is Too Much Art in Ameri
can Advertising." Printers' Ink, October 15, 1931,
pp. 49-50.

Gropman, Paul. "Why Artists Shouldn't Be Art Di
rectors." Advertising Agency, 45 (September 1952),
pp. 87, 164, 166.

"Forward Movement in Poster Advertising." Adver
tising and Selling, 23 (July 1913), p. 36.
Frankfurt, Stephen 0. "Advertising and the Arts."
Advertising Age, April 30, 1980, pp. 74-77.

Gundlach, E. T. "Art Versus Advertising." Advertis
ing and Selling, new series, 8 (December 29, 1926),
pp. 27, 63-64. "Good artwork" detracts from the
selling potential of any advertisement and should be
replaced by a simple and clear presentation of facts.

Frederic, Joseph E. "Does the Design of an Ad Help
Sell the Product?" Printers' Ink, April 10, 1953, pp.
38-39.

Hadley, Howard D. "Is the Direct Appeal the Most
Effective?" Advertising Agency, 45 (October 1952),
pp. 85, 126.

French, George. How to Advertise: A Guide...
New York: Doubleday, Page & Co., 1919. Advertis
ing art should attract the eye "not for art's sake but
as trade promoters
The simpler [the design] the
better." The best sourcebook of the era on visual
presentation and sales.

Harper, Marion. "What Poster Illustrations Are Most
Effective?" Advertising and Selling, new series, 42
(December 1949), pp. 68, 122, 126.
Heath, W. H. " 'Jumbo' Display That Dominates."
Printers' Ink, July 7, 1921, pp. 41-48. An appraisal
of the technique in which vast scale changes and
colossal enlargements of products were used in
print advertisements.

"Futuristic Monstrosities Are All the Rage." Printers'
Ink, November 12, 1925, pp. 57-58, 60. Dismisses
the artistic value of Futurism but argues that since it
appears to be popular with the public, it can be ef
fective in advertising.

"Here's What the Art Directors Like." Printers' Ink,
June 11, 1954, pp. 30-31.

Gallagher, James E. "White Space Is Part of Every
Layout." Printers' Ink, July 25, 1952, pp. 29-30.

Hermann, Edgar Paul. "Easy on the Eyes, Boys."
Printers' Ink Monthly, 22 (March 1930), pp. 49, 78.

Gaw, Walter A. "Visualisation and Layout." In Gaw,
Advertising: Methods and Media. San Francisco:
Wadsworth Publishing, 1961, pp. 100-23.

Hoffner, Marilyn. "Idea Art Does Sales Job for I. Mil
ler." Printers' Ink, November 18, 1955, pp. 30-31.
Andy Warhol's ads for I. Miller.

Gerin, O. J. "Vue plongeante ou vue remontante."
La Publicite, 16 (February 1919), pp. 11-13.

. "Visual Impact Provides the Big Ad Pic
ture." Printers' Ink, May 17, 1957, pp. 28-29.

Gerrish, Sarah Lee. "Why This Ad Sells A State of
Mind." Printers' Ink, September 6, 1957, pp. 2527.

Hollister, Paul. "Yes It Does Sell Goods!" Advertising
and Selling, new series, 11 (June 13, 1928), pp. 1,
20, 44-51. Defense of modern art in advertising.

Gerry, Roberta. "How Agencies Are Solving Today's
Creative Problems." Printers' Ink, October 1956, pp.
23-25, 49-50.

Hopkins, Claude. "Acrobatic Advertising." Advertis
ing and Selling, new series, 12 (February 6, 1929),
pp. 22, 61. Warns against the use of "eccentric"
modernist trends: "Nothing unusual should distract
attention from the subject."

Gidley, Don. "Is Modern Advertising Art Modern
Enough." Printers' Ink, April 2, 1925, pp. 81-82.
Giellerup, S. H. "What the Depression Years Have
Done to the Ads." Advertising and Selling, new se
ries, 23 (August 30, 1934), pp. 25-26.
Giles, Ray. "Must 'New Copy' Step Forward to Join
the 'New Art'?" Advertising and Selling, new series,
11 (August 22, 1928), pp. 31 ff.
Glatzer, Robert. The New Advertising: The Great
Campaigns from Avis to Volkswagen. New York:
Citadel Press, 1970. Informative picture book of
successful ads of 1950s and 1960s; includes sketch
es of creative processes undertaken by Doyle Dane
Bernbach, David Ogilvy, Shirley Polykoff, and Leo
Burnett.
Glim, Aesop. "European Advertising Art: In Europe
and in America." Printers' Ink, March 19, 1931, pp.
41-42, 44. Appraisal of European advertising illus
tration and its differences from that in America.
Goode, Kenneth M. "The Art Editor in an Iron
Mask ." Advertising and Selling, new series, 13 (July
10, 1929), pp. 19-20. Most modern stylizing im

Johnson, Pierce. "The Sane Use of Modern Art in
Advertising ." Advertising and Selling, new series, 14
(October 30, 1929), pp. 17-19.
Judy, Clayton. "What Is Advertising Creativity?"
Printers' Ink, October 19, 1956, pp. 30, 32.
Karl, Sandra. "Creative Man Helmut Krone." Adver
tising Age, October 14, 1968, pp. 107-08. Inter
view with advertising man responsible for many of
the innovations at the Doyle Dane Bernbach
agency.
Kaye, Joyce Rutter. "Design and Conquer." Creativ
ity (supplement to Advertising Age), August 7,
1989, pp. 10-12. Predicts a millennial domination
of design by four or five conglomerates.
Kemble, Arthur. "A Lesson from the Campbell
Kids." Printers' Ink, January 26, 1933, pp. 49-51.
King, A. Rowden. "Art Versus Commercial Art."
Advertising and Selling, 26 (October 191 1), pp. 4953. Raisesdistinctions between art which "provides
rapture and beauty" and that designed to sell. In
sists that the best advertising art is that which sells

by concentrating on the product, and that stylistic
considerations are irrelevant at best and distracting
at worst.
Kleppner, Otto. Advertising Procedure. New York:
Prentice-Hall, 1928. A fine, if rather old-fashioned,
textbook on advertising design.
Lallemand, Jules. "Une Experience cruciale."
Publicite, 19 (February 1921), pp. 23-25.

La

Larned, William Livingston. "The Convincing Adver
tisement Illustration." Printers' Ink, January 21,
1915, p. 41.
. "Choosing a Trademark That Will Last for
Generations." Printers' Ink, March 11, 1915, pp.
37-40.
. "Pictorial Themes That Confuse the Eye."
Advertising and Selling, 24 (March 1915), p. 15.
. "Designing the Label with Sales 'Punch.'"
Printers' Ink, June 10, 1915, pp. 25-35.
- . "How Much Illustration Should an Adver
tisement Carry?" Printers' Ink, July 29, 1915, pp.
45-46, 47, 50, 53.
— . "New Tendencies in Poster Art." Printers'
Ink, June 19, 1919, pp. 28-32, 137-42.
— . "The Artistic Juggling of White Space."
Printers' Ink, July 10, 1919, pp. 57-60.
. "Illustration Novelties That Catch the Eye."
Printers' Ink, March 31, 1921, pp. 95-99.
— . Advertising Illustration. Scranton, Penn.: In
ternational Textbook Co., 1929.
— . "When Text Must Be Split Up Into Parts."
Printers' Ink, October 2, 1930, pp. 89-95.
. "When Headlines Are Unnecessary." Print
ers' Ink, October 16, 1930, pp. 76-77, 80-81.
. "Should Every Advertisement Have One Pri
mary Focal Point?" Printers' Ink, April 24, 1930, pp.
105-06, 113.
Larrabee, C. B. "Is Advertising Art Art?" Printers'
Ink, January 11, 1946, p. 7.
Latham, LeRoy. "The Making of a Poster." Printers'
Ink, June 29, 1916, pp. 146-50.
Lathrop, Donald E. "Rule of Simplicity Improves In
dustrial Advertising Layouts." Printers' Ink, October
12, 1945, pp. 24-25.
— . "Layout of Heading Is an Important Part of
the Ad." Printers' Ink, June 6, 1947, pp. 38-39.
— . "Modern vs. Fashionable Layout in Adver
tising." Printers' Ink, October 24, 1947, pp. 40-42.
Laville, C. L'lmprime de publicite. Paris: Editions
Topo, 1928. Collection of international advertise
ments with French commentary, assessing what
makes for good advertisements, with emphasis on
visual rather than verbal presentation, color, and the
influence of modern art.
"Let the Picture Do the Job." Printers' Ink, October
13, 1944, p. 120.
Levinson, Bob. Bill Bernbach's Book. New York: Vin
tage Books, 1987. Selection of Bernbach's highly
successful magazine and television campaigns; con
tains a succinct history of his highly influential work
and includes several of his aphorisms.
"Les Limitations de I'illustration."
(September 1921), pp. 482-83.

La Publicite, 19

Lois, George, and Bill Pitts. The Art of Advertising:
George Lois on Mass Communications. New York:
Harry N. Abrams, 1977. Punchy, up-beat picture
book of visually innovative work by graphic design
ers from the late 1960s and 1970s.
Lyons, John. Guts: Advertising from the Inside Out.
New York: Amacom, 1987. Textbook which in
cludes many plates and discussions of successful
ads, 1960-87.
McFee, William E. "What

a Copywriter

Thinks

About Art and the Artist." Advertising and Selling,
new series, 23 (September 13, 1934), pp. 32, 48.
"Making Pictorial Contrast Sharp." Printers' Ink,
May 20, 1920, pp. 113-16.
Margolin, Victor. The Promise and the Product: Two
Hundred Years of American Advertising Posters.
New York: Macmillan Co., 1979.
Martineau, Pierre. "New Look at Old Symbols."
Printers' Ink, June 4, 1954, pp. 32 ff.
Matasek, Ray J. Commercial Art and Design. New
York: Bruce Publishing, 1931. Though simplistic
and conservative, this textbook for the graphic artist
is an informative period piece and includes sections
on the use of lettering and halftone imagery and
their application to advertising composition.
Miller, C. E. "Paris Couturiers Shy at Advertising."
Advertising and Selling, new series, 6 (January 27,
1926), pp. 34, 58.
Morris, C. K. "A Defense of American Advertising
Art." Printers' Ink, November 5, 1931, pp. 101 ff. A
defense of the beauty in American advertising art.
Nield, W. K. "The Disloyal Art Director." Advertising
and Selling, new series, 19 (August 18, 1932), p. 2 1.
Art directors should concern themselves with sell
ing, not art: "There should be as much difference
between fine art copy and advertising as there is be
tween literature and copy."

September 28, 1916, pp. 58-68.
Read, Hall. "The Bolshevik Billboard." Advertising
Arts, January 8, 1930, pp. 57-58. Soviet posters,
though at the service of political propaganda, use
techniques that advertising men would do well to
emulate.
Reed, Louis C. M. "The American Salesman
Abroad." Printers' Ink, June 8, 1916, pp. 53-56.
Rock, Johanna T. "Best Technique Depends on
Product." Advertising Age, February 6, 1961, pp.
75-76, 78.
"Le Role des symboles en publicite." La Publicite, 18
(June 1920), pp. 221-23.
Rondell, Lester. "Advanced Art Is Good Business
When Used in the Right Ads." Printers' Ink, April 15,
1949, pp. 35-37.
Rosenberg, Manuel. The Art of Advertising. New
York: Harper & Brothers, 1930.
Russell, Thomas. "Pictures That Tell a Story." Print
ers' Ink, May 4, 1916, pp. 33-35.
Sandage, C. H., and Vernon Fryburger. "Preparing
and Reproducing the Advertisement." In Advertis
ing Theory and Practice. 5th ed., Homewood, III.:
Richard D. Irwin, 1958. Originally published in 1936,
this highly respected and reliable textbook contains
a comprehensive section on visual strategy.

Norton, Cy. "Exhibit of Wartime Advertising." Print
ers' Ink, November 27, 1942, pp. 17-20, 50.

Schlemmer, Richard M. Handbook of Advertising
Art Production. Englewood Cliffs, N.J.: PrenticeHall, 1966.

Parsons, Frank Alvah. The Principles of Advertising
Arrangement. New York: Prang Co., 1912. Early ac
count and demonstration of visual effectiveness
from an art director's point of view.

Siegfried, L. B. "Modernism Emerges Full Fledged."
Advertising and Selling, new series, 10 (February 8
1928), pp. 24-25, 40, 67.

The Art Appeal in Display Advertising. New
York and London: Harper & Bros., 1921. Analyzes
period and typography styles and vigorously dis
dains talk about business and "new psychology."
Peake, Leonard. "Giving the Photograph an 'Art
Quality.'" Printers' Ink, August 4, 1921, pp. 123—
27.
Phillips, Edgar N. "Punch Versus Aesthetics." Print
ers' Ink, March 9, 1916, pp. 25-32.
"Phrases et personnages types." La Publicite Moderne, 2 (October-November
1906), pp. 9-16.
Charts Michelin company's use of the Bibendum
figure in its advertising.
"Please Keep Your Pictures Simple." Printers' Ink,
April 15, 1920, pp. 81-89.
Poppe, Fred C. The 100 Greatest Corporate and In
dustrial Ads. New York: Van Nostrand Reinhold
Co., 1983. Picture book of advertisements, 197082.
Pousette-Dart, Nathaniel. "Modern Art: Its Genesis
and Destination." Printers' Ink, October 23, 1930,
pp. 150, 152.
Powel, Harford. "Pictures Versus Art." Advertising
and Selling, new series, 10 (January 26, 1928), p.
26.
Preston, John F. Advertising, Printing and Art in
Commerce. London: Chapman and Hall, Ltd.,
1927. Information on halftone printing, the me
chanics of type, names and trademarks, psychology,
layout, and poster design.
Price, George Logan. "Over-Smartness in Advertis
ing." Printers' Ink, December 11, 1930, pp. 17-19.
Epitomizes the shift away from advertising that was
castigated for having used "too much imagination,
too much originality, too much atmosphere, too
many fancy pictures that no one could under
stand," and toward blunt, anti-intellectual ads prey
ing on consumer fears and insecurities.

Sohn, Monte W. "Misbehaviorism in Advertising
Art." Printers' Ink Monthly, 34 (January 1932), pp.
21-22.

ern Advertising." Printers' Ink, May 29, 1929, pp.
17-20.
Varga, Arnold. "Big Picture, Brief Copy Ads." Print
ers' Ink, January 1, 1960, p. 28. The growing trend
of huge, laconic images as due to the growing im
portance of television, "where the success of a TV
commercial is hinged on the visual."
"Visite au salon de la publicite." La Publicite, 18
(June 1920), pp. 195 ff.
Walsh, Thomas F. "Realism or Modern Impression
ism in Food Illustration." Printers' Ink Monthly, 21
(July 1930), pp. 44-45.
Whittier, Charles L. Creative Advertising. New York:
Henry Holt & Co., 1955. Chapters on "The Illustra
tive Idea" and "Layouts and Illustrations" clearly
enumerate the visual strategies of mid-century
American advertising.
Wiener, Mort. "What's Happened to Creativity?"
Printers' Ink, July 19, 1957, pp. 19-20.
Wiseman, Mark. "What Is an Effective Layout?" Ad
vertising and Selling, new series, 34 (October 1941),
pp. 19 ff.
Woolf, James D. "Salesense in Advertising, Con
cerning the Eye Patch." Advertising Age, January
16, 1959, p. 82. Against the dangerous overabun
dance of "brand-image" advertising.
Young, Frank H. Modern Advertising Art. New
York: Covici & Friede, 1930. Modern art for the
businessman and advertiser; addresses questions
such as how modern art can help layout, lettering,
illustration, and presentation.
Outdoor

Advertising

"Les Abus de I'affichage." La Publicite, 21 (Decem
ber 1923), p. 799.

Sparrow, Walter S. Advertising and British Art. Lon
don: J. Lane, 1924. Aesthetics of advertising art:
imagery, public taste, French commercial artists and
their influence in Britain.

"Affichage." In Henri Gaisser, ed., Annuaire Gener
al de la publicite. Paris: Maison Alfred Mame & Fils,
1922.

Stanley, Thomas B. "What Makes a Picture Interest
ing?" Printers' Ink Monthly, 33 (October 1936), pp.
24-25, 60.

"L'Affichage en ville et a la campagne." La Publicite,
8 (January 1911), pp. 37, 39.

— . "Has Modern Layout Come to Stay?" Print
ers' Ink, August 28, 1953, pp. 38-41.
Starch, Daniel. "How Do Size and Color of Adver
tisements Affect Readership?" Advertising Agency,
48 (June 1955), pp. 72-7 4.
. "How Does Form of Presentation Affect
Readership?" Advertising Agency, 48 (August
1955), pp. 79-81.
Sumner, G. Lynn. "But Does It Sell Goods?" Adver
tising and Selling, new series, 11 (May 30, 1928),
pp. 19-20, 68-69.
. "Isn't It All a Question of Understandability?" Advertising and Selling, new series, 11 (June
27, 1928), pp. 21-22. Response to Paul Hollisteron
the use of modern imagery.
"Return of the Artist." Advertising and Sell
ing, new series, 34 (January 1941), pp. 28-29.
Tarcher, J. D. "Will There Be 'Commercial' Artists in
1950?" Advertising and Selling, new series, 12 (Oc
tober 3, 1928), pp. 30, 32.
Tasker, G. W. "Drawing vs. Photograph." Printers'
Ink, January 22, 1943, pp. 18-19.
Teague, W. D. "This Modern Style— If Any." Adver
tising and Selling, new series, 10 (April 4, 1928), pp.
23-24, 70-71.

"La Publicite en France." La Publicite, 17 (FebruaryMarch 1920), pp. 7-10.

Thibaudeau, F. "La Publicite moderne: L'Annonce
franqaise." Annuaire Graphigue, 39 (1910-1 1), pp.
97-1 17. Reviews popular trends in typography and
layout of newspaper and magazine advertisements.

"Putting Speed into Your Pictures." Printers' Ink,

Townsend, A. L. "The Part that Pictures Play in Mod

"Affichage."

La Publicite, 9 (February 1912), p. 66.

"L'Art et la publicite: A propos d'affiches." La Publi
cite, 18 (June 1920), pp. 189-90.
Babcock, Richard F. Billboards, Glass Houses, and
the Law. Colorado Springs, Colo.: Shephard's Ink,
1977. Surveys the intricate and complex issues of
state and federal law, aesthetics, private and public
property, government protection, and artistic
freedom.
Bernelle, Paul. Des restrictions apportees depuis
1881 a la liberte de I'affichage. Paris: Arthur Rous
seau, 1912.
The Billboard Nuisance in New York City. Washing
ton, D.C.: Council of National Advisors, National
Highways Association, 1916.
"Billboards: Unique, Controversial."
Age, March 10, 1986, p. S7.

Advertising

Campbell, W. C. "An Ordinance to Regulate Out
door Advertising." American City, 31 (December
1924), pp. 585-86.
Dunn, S. Watson, and Arnold M. Barban. "Visual
Communication." In Watson and Barban, Advertis
ing: Its Role in Marketing. 6th ed., New York: Dryden Press, 1986.
Engerand, Roland. "La Lepre des routes." L'lllustration, September 6, 1930, pp. 6-8.
. "II faut deliver nos paysages de la plaie des
panneaux-reclame." Comoedia, October 6, 1930,
p. 4.

O

Ewald, William R., and Daniel R. Mandelker. Street
Graphics. Washington, D.C.: American Society of
Landscape Architects Foundation, 197 1. Various as
pects of outdoor advertising (design, visual psychol-

>
o
<
447

ogy, ordinances, regulation, and aesthetics). Refutes
ideas that outdoor advertising is a dangerous, in
considerate, or visually distasteful medium.

Allen, C. N. "Hand Lettering .. .Tells a Story For
Advertisers." Printers' Ink, February 7, 1942, pp.
16-17.

Flachat, C. "La Visibility des affiches, panneaux et
enseignes." La Publicite, 10 (January 1913), pp. 6264.

Brodie, Charles. "Tricky Typography Isn't Modern
ism." Printers' Ink, July 3, 1930, pp. 98-99.

Gage, Theodore J. "Will 80s Belong to Outdoor In
dustry?" Advertising Age, March 10, 1986, pp. S1,
S4.
Hemet, D. C. A. "L'Affiche: Prolongement de I'enseigne." La Publicite, 9 (August 1911), pp. 283-84.
Henderson, Sally, and Robert Landau. Billboard Art.
San Francisco: Chronicle Books, 1980.
"How the Experts See Outdoor Ad Art Today." Ad
vertising Agency, May 10, 1957, pp. 40-41.
Howe, Andrew M. "Writing in Lights." Printers' Ink
Monthly, 30 (June 1935), pp. 69-80.
"In '58, Outdoor Field Shifted Execs, Fought Hostile
Law." Advertising Age, June 15, 1959, pp. 3, 68,
70, 72.
"Jurisprudence — Affichage."
ruary 1923), pp. 21-22.

La Publicite, 20 (Feb

"Des Lamentations devant le mur." La Publicite, 28
(December 1930), pp. 786-87.
Le Musee de la Publicite. Le Livre de I'affiche. Paris:
Editions Alternatives, 1985.
"Les Murs de France." La Publicite, 12 (May 1914),
p. 132.
"Les Murs de France." La Publicite, 17 (December
1919), pp. 445-46.
Nelson, R., and A. E. Sykes. Outdoor Advertising.
London: George Allen & Unwin, 1953.
"Outdoor Advertising: Basically Urban, Not Rural,
Business." Advertising Age, January 15, 1963, pp.
117-31.
"Outdoor Wins." Printers' Ink, September 13, 1957,
p. 12.
Paver, John M. "Population Explosion into Suburbs
Stimulates Outdoor Advertising." Advertising Agen
cy, May 1954, pp. 60-61, 86.
"Le Question de I'affichage." La Publicite, 18 (JulyAugust 1920), pp. 257-61.
Raveau, P. "La Guerre a I'affiche." La Publicite, 9
(December 1911), pp. 149-50.
"Special Report: Outdoor Advertising." Advertising
Age, October 9, 1989, pp. S1-20. Recent survey of
laws, styles, prices, and international outlook of out
door advertising.
Stelle, B. Drake. "New Methods Spruce Up Bill
boards." Advertising Age, March 10, 1980, p. S30.
Stuart, Robert D. "Outdoor Advertising Should
Prove Its Case." Printers' Ink, May 10, 1957, p. 12.
"Les Taxes sur I'affichage dans Paris." La Publicite,
12 (March 1914), pp. 69, 71, 73.
Ulmer, Bruno, Thomas Plaichinger, with Daniel Bou
logne. Les Murs reclames: 150 Ans de murs peints
publicitaires. Paris: Editions Alternatives, 1986.
Well-documented, illustrated legal and visual history
of French urban painted-wall advertising.
Ulmer, Bruno, and Thomas Plaichinger. Les Ecritures
de la nuit. Paris: Editions Alternatives, 1987.
"Whatever Happened to Billboard Removal? States
Drag Their Feet." U.S. News and World Report, Feb
ruary 14, 1977, p. 68.
Advertising

Typography

Agha, M[ehemed) F[ehmy). "Sanserif." Advertising
Arts (supplement to Advertising and Selling), March
1931, pp. 41-47. A history of the development of
sans-serif typefaces, their application in advertising,
and use by modern painters.

Divry, P. "La Typographie d'hier et d'aujourd'hui."
La Publicite, 24 (February 1927), pp. 81-84.
Elam, Kimberly. Expressive Typography: The Word
as Image. New York: Van Nostrand Reinhold, 1990.
Farrar, Gilbert P. "Something New, Old, Strong and
Bold." Printers' Ink Monthly, 20 (May 1930), pp.
36-37.
. "Modern Typography Is Good Advertis
ing." Printers' Ink Monthly, 21 (September 1930),
pp. 34-35, 106, 109.
. "Modern Types Do Not Guarantee Modern
Advertisements." Printers' Ink Monthly, 22 (January
1931), pp. 43, 103
Heller, Steven, and Seymour Chast. Graphic Style:
From Victorian to Post-Modern. New York: Harry N.
Abrams, 1988.
Hornung, Clarence. "Modernising the Trademark."
Advertising Arts (supplement to Advertising and
Selling), January 8, 1930, pp. 42-45.
. "The German Trademark." Advertising Arts
(supplement to Advertising and Selling), January 8,
1930, pp. 36-40.
Hornung, Clarence, and Fridolf Johnson. Two Hun
dred Years of American Graphic Art: A Retrospec
tive Survey of the Printing Arts and Advertising Since
the Colonial Period. New York: George Braziller,
1976. Illustrated history of the development of
American printing and resultant alterations in type
faces used by advertisers.
Larned, William Livingston. "Doing the Unusual in
Advertising with Typography." Printers' Ink, April
17, 1930, pp. 76, 80, 84, 88.
Lewis, John. Printed Ephemera: The Changing Uses
of Type and Letterforms in English and American
Printing. New York: Dover Publications, 1962. A
picture book of typefaces and labels.
McMurtrie, Douglas C. "The Fundamentals of Mod
ernism in Typography." Printers' Ink Monthly, 20
(January 1930), pp. 33-35, 70, 81. "Form follows
function" as the major concern of modernist typog
raphy, which should be dynamic, "expressive of
motion rather than rest," and used with an abun
dance of white space.
. "The Future of Advertising Composition."
Printers' Ink Monthly, 20 (April 1930), pp. 39-40,
90, 93, 94.
Miller, Paul M. "Modern Advertising Can Be Beauti
ful and Readable." Printers' Ink, July 17, 1930, pp.
120, 125. Asserts that modern typefaces are no less
readable than the old-fashioned sorts.
Moriarty, Sandra Ernst. "Novelty vs. Practicality in
Advertising Typography." Journalism Quarterly,
Spring 1984, p. 188. Summary of longstanding
issue.

Product." Advertising and Selling, 24 (April 1915),
pp. 33-35.
Rowe, Brian. "Beautiful But Dumb Advertising."
Printers' Ink, June 12, 1930, pp. 3 ff. Argues that
popular typefaces are counterproductive: interest
ing to look at but virtually unreadable.
Smith, Sherman. "Serif or Sans Serif, Type's Job Is to
Convey Ideas Clearly." Printers' Ink, June 4, 1948,
pp. 36-37.
Spencer, Herbert. Pioneers of Modern Typography.
2nd ed., Cambridge, Mass.: MIT Press, 1983. Short,
well-illustrated history of avant-garde designers
working in typography in the 1920s.
Stanley, Thomas B. "Trends in Popularity of Type
Faces." Printers' Ink, Advertisers' Annual 1954, pp.
392-95. Documents the shifts in taste in the use of
typography in American advertisements.
"Sur la 'lettre' typographique." La Publicite, 25 (July
1927), pp. 455, 457, 459; August 1927, pp. 557,
559-60.
Zamboni, Hal. "Influence of Modern Art on Design
and Typography." Advertising and Selling, 41 (Feb
ruary 1948), pp. 39, 88, 90-91.
Window

Display

Artley, Alexandra. The Golden Age of Shop Design:
European Shop Interiors 1880-1939. London: Ar
chitectural Press, 1939. Brief and primarily pictorial
history of shop display.
Bernard, Frank J. Dynamic Display. Cincinnati: Dis
play Publishing, 1952. A "how-to" book for win
dow designers.
Bos. "Quelques Indications pour constituer des etalages attractifs." La Publicite, 27 (April 1929), pp.
165-67.
Bremond, C. "L'Art de I'etalage." La Publicite, 11
(October 1913), p. 375.
"Un Concours de devantures des magasins." La
Publicite, 21 (March 1923), p. 93.
"La Decoration d'une vitrine berlinoise." La Publi
cite, 18 (February 1921), p. 37.
Donmery. "Pour ameliorer les mannequins d'etalage." La Publicite, 25 (November 1927), p. 825.
"Les Etalages." La Publicite moderne, 3 (July 1907),
pp. 6-8.
"Etalages et catalogues."
1929), p. 297.

La Publicite, 27 (May

"Les Etalages qui favorisent les affaires." La Publi
cite, 19 (April 1921), pp. 151-53.
"Etudes d'etalages." La Publicite, 25 (May 1927),
pp. 353-54.
Facades de magasins Parisiens. Edited by C. Massin.
Paris, n.d.
"Faites des etalages attrayants." La Publicite, 17
(November 1919), pp. 373-74.

O'Dea, Mark. "The Curse of Bad Typography."
Printers' Ink, July 22, 1937, p. 48.

Gaba, Lester. The Art of Window Display. New York
and London: Thomas Y. Crowell, 1952. A "howto" book by one of the most respected windowdressers of the first half of the century.

Paschal, P. "Quelques notions de typographie..."
La Publicite, 17 (May 1919), pp. 132-34.

Gallotti, Jean. "Boutiques nouvelles." L'Art vivant, 3
(October 1927), pp. 886-87.

Pavey,Van R. "Futura, Erbar and Kobel." Advertis
ing and Selling, new series, 13 (May 29, 1929),
pp. 26-27. Positive assessment of the highly popu
lar typefaces from Germany.
Phillips, Fred N. "Beautiful and Not So Dumb —
That's Modern Typography." Printers' Ink, June 26,
1930, pp. 33-34.
Remington, R. Roger, and Barbara J. Hodik. Nine
Pioneers in American Graphic Design. Cambridge,
Mass., and London: MIT Press, 1989.
Roberts, William L. "Harmonizing Type with Your

. "Etalages." L'Art vivant, 4 (June 1928), pp.
482-83.
Gardo, Jose. "L'Evolution de I'etalage." La Publicite,
21 (January 1924), pp. 881-82.
Goldman, Judith. The Art of Gene Moore. New
York: Harry N. Abrams, 1980. Monograph on the
most creative window designer of the era; includes
a fine summary of the history of window dressing in
New York.
Gonda, Francis D. "Window Display in Europe."
Printers' Ink, April 5, 1934, pp. 41-44.

Leydengrost,RobertJ. Window Display.New York:
ArchitecturalBook Publishing,1950.
"Un Mannequinau Salond'automne." La Publicite,
26 (February1929), p. 45.
Marcus, LeonardS. The American Store Window.
London: ArchitecturalPress,1978.A historyof win
dow dressingthat includesmuch good information
on exchangesbetween the Surrealistsand the de
signersof shop windows.
Montfleury, M. "La Vitrine moderne." La Publicite,
25 (October 1927), pp. 741-42.
Plowman,A., and V. Pearson.DisplayTechniques.
London: Blanford, 1966.
Presentationdeuxiemeserie: Le Decorde la rue, les
magasins,les etalages,les stands d'exposition,les
eclairages.Paris:LesEditionsde "Parade," 1929.
Taft, William Nelson. The Handbook of Window
Display.New York: McGraw-Hill,1926.
Townsend,A. L. "Stage Craftsmanshipin the Mod
ern Window Display."Printers'Ink, September15,
1921, pp. 127-33.

'

Sectionsof the chapter"Caricature" were previous
ly publishedin Adam Gopnik,"High and Low: Cari
cature, Primitivism,and the Cubist Portrait" (Art
Journal,vol. 43, no. 4, Winter 1983) and are here
reprinted by permissionof the CollegeArt Associ
ation, Inc.
Photographs reproduced in this volume have
beenprovided,in the majorityof cases,by the own
ersor custodiansof the works, indicatedin the cap
tions. Individualworks of art appearingheremay be
additionally protected by copyright in the United
Statesof Americaor abroad,and may not be repro
duced in any form without the permissionof the
copyright owners.
© SuccessionPicasso,for each work appearing
with the following credit: Museed'Art Modernede
la Ville de Paris; Musee National d'Art Moderne,
Centre Georges Pompidou, Paris; Musee Picasso,
Paris; Musee d'Art Moderne, Villeneuve d'Ascq;
and the illustrationson pages 131 and 132.
S.P.A.D.E.M.,Paris,is the exclusiveFrenchagent
for reproduction rights for Pablo Picasso,and
A.D.A.G.P., Paris, for Georges Braque. S.I.A.E.,
Rome,is the exclusiveItalianagent for reproduction
rights for Carlo Carra. Cosmopress,Geneva,is the
exclusiveEuropeanagent for reproduction rights
for Kurt Schwitters.A.R.S.,New York, is the exclu
sive United States agent for S.P.A.D.E.M.and
A.D.A.G.P.;and V.A.G.A., New York, is the exclu
siveUnited Statesagent for Cosmopress.Additional
picture reproduction rights, where relevant, re
served by S.P.A.D.E.M.,A.D.A.G.P., S.I.A.E.,and
Cosmopress.
The following list, keyed to page numbers,ap
pliesto photographsfor which a separateacknowl
edgement is due.
© A.D.A.G.P.,Paris:38, 48 top, 176 bottom, 177,
178
FranziskaAdriani, Stuttgart: 185, 320
© AmericanBrands,Inc.: 297
Matthew Armstrong, New York: 72 bottom right,
199, 201, 235 center right and left, 270 lower
right, 274 center left, 275 bottom left, 276 bot
tom right, 277 center and bottom, 278 top, 281
bottom, 282 top, 331, 345 center
© 1990 The Art Institute of Chicago; all rights re
served:240 bottom
Artothek, Munich: 290
CourtesyVrej Baghoomian,New York: 387 bottom
CourtesyHeinerBastian,Berlin: 95, 96, 97
LarsBay:91 left
BibliothequeNationale,Paris: 137, 138 top left
CourtesyBlum HelmanGallery,New York: 344
CourtesyMary Boone Gallery,New York: 340 top
right (photo: ZindmanFremont,New York),372,
373, 390 bottom, 391, 393, 404 (photo: Zind
man Fremont)
Scott Bowran,New York: 45
© G. Brassa'f:80; 81 (by permissionof Chr. Belser
Verlag)
Will Brown: 274 top
RudolphBurckhardt:333 bottom, 350 top
BryanBurkey,New York: 16, 60 bottom, 114 bot
tom, 149 bottom, 158 bottom, 169 top, 181,
186, 191, 228, 256 top, 275 bottom right, 278
bottom, 289 right, 297, 299, 343 bottom, 384,
409, 410 bottom
Courtesy Christie, Manson & Woods, Int'l, New
York: 53, 147 top, 258
© Cliche Museesde la Ville de Paris:88 top, 247
LeeClockman: 29
Ken Cohen Photography:293 bottom
CourtesyPaulaCooper Gallery,New York: 386 top
(photo: Geoffrey Clements),386 bottom, 387,
388 (photo: Clements),413
© 1990 CBS,Inc.: 316 left
© 1990 Cosmopress,Geneva: 37, 62, 63, 64
(photo: courtesy Marlborough Fine Arts, Ltd.,
London),65, 66, 123 top left, 296, 321
CourtesyAndrew Crispo: 229
CulverPictures,Inc., New York: 19, 42 top right
NicoleDacos,La Decouvertede la DomusAurea et
la formation des grotesques a la Renaissance

(London: Warburg Institute; Leiden: E. J. Brill,
1969): 109 top right and top left
Ivan DeliaTana,New York: 383 top
CourtesyRickDingus: 70
© EastmanKodak Company: 269
© Allan Finkelman: 24 centerleft, 353, 355 bottom
BrianForrest:355 top
JerryD. Friedman,Miami: 356
Courtesy Frumkin/AdamsGallery,New York: 383
bottom
CourtesyGagosianGallery,New York: 341 bottom
© 1990 GeneralMotors Corporation; all rights re
served;reproducedwith permission:323 (photo:
Jim Strong, Hempstead,New York)
E. H. Gombrich, "Meditations on a Hobby Horse"
and Other Essayson the Theoryof Art (Chicago:
Universityof ChicagoPress,1985): 107 top right
CarmeloGuadagno,Venice: 60
Tom Haartsen:239
CourtesyRichardHamilton: 319 bottom
DavidHeald: 403
PeterHeman: 46
PaulHester,Houston: 33 top, 359
Hickey-Robertson,
Houston: 294
Colorphoto HansHinz,Allschwill-Basel:24 top left,
200
Inkiri-Manninen:358
Bill JacobsonStudio: 399
HermannKiessling,Berlin: 87 bottom

!

E

PH OT ICRAIPH
CREITS

Ken Kirkwood: 2, 245 bottom
Walter Klein, Dusseldorf: 65 top, 296 bottom
Bert Koch, Cologne: 262 bottom
CourtesyKunsthausZurich: 98
CourtesyGalerieLouiseLeiris,Paris:40 right, 279
top
© LuceMarinetti: 51 top
Mastersof Caricature,from Hogarth and Qillrayto
Scarfeand Levine(New York: Alfred A. Knopf,
1981): 138 top right
RobertR. McElroy:349 top left and bottom
CourtesyDavidMcKeeGallery,New York: 220-22,
224, 225 (photos: SteveSloman,New York)
CourtesyThe Metropolitan Museum of Art, New
York: 314
Allen Mewbourn: 103 top
Andre Morain, Paris:91 right
The Museumof Modern Art, New York: 18, 24 cen
ter right, 26 top, 31 bottom, 34 top right, 36, 43
bottom, 44 top, 50 top, 55, 59 bottom, 86, 87
top right, 90 top, 99, 102 top and bottom left,
140, 143 bottom, 145 top, 146, 152, 166, 167,
179, 198, 203, 237, 238, 244, 245 left center,
263, 271 bottom, 273, 279 bottom, 281 top,
282 bottom, 283 top, 285, 291, 304 center,306,
307, 312 top, 313, 325, 345 bottom, 348 top,
374 bottom, 390 top, 394, 350, 351
O. E. Nelson: 184 bottom
New York Public Library,Astor, Lenox and Tilden
Foundations;GeneralResearchDivision:74, 115,
135 top left, top right; Print Collection, Miriam

and Ira D. WallachDivisionof Art, Printsand Pho
tographs: 75 top right, 108 bottom, 109 bottom,
110 center, 111 bottom right, 114 top, 116 bot
tom, 120 top
© ClaesOldenburg,New York: 210 center left, 211
top and bottom (photos: © Dorothy Zeidman,
New York)
CourtesyClaesOldenburgand Coosjevan Bruggen,
New York:363 (photo: Shunk-Kender,
New York)
Bill Orcutt, New'York: 76, 295
CourtesyPaceGallery,New York: 312 bottom
CourtesyPhiladelphiaMuseumof Art: 119, 334
Tom Powell: 338 top
CourtesyAimee Brown Price: 120 bottom
JamesPrince:311
Nathan Rabin: 361
© Reuniondes MuseesNationaux,Paris:240 top
RheinischesBildarchiv,Cologne: 68, 90 bottom,
267 bottom
© Roger-Viollet,Paris: 14, 29 top, 34 bottom, 46
top and bottom left, 232 top right, 241, 243, 283
bottom, 300 top, 345 top
CourtesyTonyShafraziGallery,New York: 383 top
left
© S.I.A.E., Rome: 51 bottom (photo: courtesy
Christie,Manson& Woods, Int'l, New York)
CourtesyAaron Siskind:83 top
SteveSloman,New York: 223, 411
CourtesySonnabendGallery,New York: 332 top,
368, 395 top, bottom left, 396 top, 397
CourtesySotheby's,New York: 93, 326, 341 bot
tom, 367
© S.P.A.D.E.M.,Paris:22, 24 bottom right, 26 bot
tom, 38, 47 top, 48 top, 60 top, 88 top, 89 cen
ter, 111, 117 top right and left, 126 top and
center, 131, 132, 144, 145 bottom, 150, 180
top, 247
Squidd& Nunns,LosAngeles:327, 329 lower left
StaatsbibliothekBamberg: 110 top right and left
CourtesyStadtischesKunstmuseumBonn: 261 bot
tom, 262 top, 264 top, 265 top, 266 left (photos:
Wolfgang Morell, Bonn)
LeeStalsworth: 192, 296 top
Jim Strong, Hempstead,New York: 20, 26 top, 28,
29 bottom left and bottom right, 32, 33 bottom,
37 bottom right, 42 right center, 71, 72 top and
left, 73, 117 bottom, 155-57, 158 top, 159-65,
169-74, 180 center left and center right, 182,
183, 184 top, 188, 189, 194, 195, 197, 202, 205
bottom, 206, 207, 208 bottom, 210 top, center
right, 212-17, 219 bottom, 230, 248, 252 bot
tom, 255 bottom, 256 bottom, 257, 268 bottom
right, 269 bottom, 276 bottom left, 289 left, 301
top, 303, 304 top, 316, 323, 396 bottom, 410
top, 411 top
Studio ChevrojonFreres,Paris:17
© SuccessionPicasso:22, 24 bottom right, 26 bot
tom, 37 center right, 47 top, 48 top, 60 top, 126
top and center, 131, 132, 144, 145 bottom, 150
JosephSzaszfai:364
Aug. Taevernier,JamesEnsor: Catalogueillustree
de ses gravures([Brussels?]:1973): 75 bottom
right
MichaelTropea,Chicago: 339
© V.A.G.A., New York: 268 bottom left
PaoloVandrasch,Milan: 89 top
Malcolm Varon, New York: 43 top
© VG Bild-Kunst,Bonn: 39
© Volkswagonof America, Inc.; reproducedwith
permission:324
CourtesyWalker Art Center, Minneapolis:330
CourtesyWalker, Ursitti & McGinms,New York: 56
top left, bottom righ and bottom left, 57 top, 58,
59 top, 271 top
Dan Walworth: 343 top right
Windsor Castle,RoyalLibrary,© 1990 Her Majesty
Queen ElizabethII: 104, 105 bottom left
CourtesyYale Center for British Art, New Haven:
322 (photo: RichardCaspole)
© Dorothy Zeidman,New York: 41, 302, 341 top,
342, 343 top left, 360, 361 top, 362, 365 bottom

LENDERS TO THE EXHIBITION
Stedelijk Museum, Amsterdam
FundacioJoan Miro, Barcelona
Museu Picasso,Barcelona
Kunstmuseum Basel
StadtischesKunstmuseum Bonn
Albright-Knox Art Gallery,Buffalo
The Cleveland Museum of Art
Musee d'Unterlinden, Colmar
Museum Ludwig, Cologne
Dallas Museum of Art
Des Moines Art Center
Kunstsammlung Nordrhein-Westfalen, Dusseldorf
Hood Museum of Art, Dartmouth College, Hanover,
New Hampshire
Sprengel Museum, Hannover
The Menil Collection, Houston
Saatchi Collection, London
The Tate Gallery,London
Los Angeles County Museum of Art
Museum of Contemporary Art, Los Angeles
Museo Teatrale alia Scala,Milan
Yale University Art Gallery,New Haven, Connecticut
Dia Art Foundation, New York
Grey Art Galleryand Study Center, New York Universi
ty Art Collection
The Metropolitan Museum of Art, New York
The Museum of Modern Art, New York
The National Gallery of Art, Osaka
Musee d'Art Moderne de la Ville de Paris
Musee National d'Art Moderne, Centre Georges
Pompidou, Paris
Musee Picasso,Paris
PhiladelphiaMuseum of Art
Marion Koogler McNay Art Museum, San Antonio,
Texas
StaatsgalerieStuttgart
Kunsthalle Tubingen
Musee d'Art Moderne, Villeneuve-d'Ascq
Hirshhorn Museum and Sculpture Garden, Smithson
ian Institution, Washington, D.C.
National Gallery of Art, Washington, D.C.
KunsthausZurich

Mr. and Mrs. William Acquavella
Mrs. JamesW. Alsdorf
Merrill C. Berman
Ernst Beyeler
Irving Blum
Mr. and Mrs. Marcel Boulois
Adele Bishop Callaway
Jean-ChristopheCastelli
The Joseph and Robert Cornell Memorial Foundation
Andrew Crispo
Robert Crumb
Elaineand Werner Dannheisser

Dorthea Elkon
Natasha Elkon
Ernst and Inge Fischer
Dr. and Mrs. Phillip T. George
Arnold and Milly Glimcher
Kathy Goodell
Stephen Hahn Collection
Dieter Hauert
Marcia Riklis Hirschfeld
Anne and William Hokin
Richard E. Jacobs
Carroll Janis
Mrs. Edwin Janss
JasperJohns
Jean-JacquesLebel
Roy and Dorothy Lichtenstein
Sally Lilienthal
Ludwig Collection
Harry and Linda Macklowe
Mr. and Mrs. Martin Z. Margulies
Mr. and Mrs. Donald B. Marron
Richard Marschall
Mrs. Robert B. Mayer
Robert and Meryl Meltzer
Mr. and Mrs. S. I. Newhouse, Jr.
Muriel Kallis Newman
Claes Oldenburg and Coosje van Bruggen
S. and G. Poppe
Robert Rauschenberg
JamesRosenquist
Judith Rothschild
Dr. Werner Schmalenbach
lleana and Michael Sonnabend Collection
Emily and Jerry Spiegel
The Swid Collection
Hans Thulin
Thyssen-BornemiszaCollection
Michael Tiefenbacher
Harry Torczyner
Garry Trudeau
Cy Twombly
The Estateof Andy Warhol
David Whitney
Anonymous lenders

Michelin, S.A., Clermont-Ferrand
Galerie Reckermann,Cologne
The Fukuoka City Bank, Ltd.
Marlborough Fine Art, Ltd., London
Studio Marconi, Milan
Gotham Book Mart, New York
David McKee Gallery,New York
SidneyJanis Gallery,New York
PacesetterCorporation, Omaha
Fuji TelevisionGallery,Tokyo

TRUSTEES OF THE MUSEUM
OF MODERN ART
William S. Paley
Chairman Emeritus
Mrs. John D. Rockefeller3rd
PresidentEmeritus
David Rockefeller
Chairman of the Board
Mrs. Henry Ives Cobb
Gifford Phillips
Vice Chairmen
Donald B. Marron
President
Mrs. Frank Y. Larkin
ExecutiveVice President
Agnes Gund
Ronald S. Lauder
Vice Presidents
John ParkinsonIII
Vice Presidentand Treasurer

FrederickM. Alger III
Lily Auchincloss
Edward LarrabeeBarnes
Celeste G. Bartos
Sid R. Bass
H.R.H. Prinz Franzvon Bayern**
Gordon Bunshaft
Thomas S. Carroll*
Marshall S. Cogan
Robert R. Douglass
Gianluigi Gabetti
Lillian Gish**
Paul Gottlieb
Mrs. Melville Wakeman Hall
George Heard Hamilton*
BarbaraJakobson
Philip Johnson

John L. Loeb*
Mrs. John L. Marion
Robert B. Menschel
Dorothy C. Miller**
J. Irwin Miller*
S. I. Newhouse, Jr.
Philip S. Niarchos
JamesG. Niven
Richard E. Oldenburg
PeterG. Peterson
John Rewald**
David Rockefeller,Jr.
Richard E. Salomon
Mrs. Wolfgang Schoenborn*
Mrs. Bertram Smith
Jerry I. Speyer
Mrs. Alfred R. Stern

Mrs. Donald B. Straus
Robert L. B. Tobin
E. Thomas Williams, Jr.
RichardS. Zeisler
*TrusteeEmeritus
**Honorary Trustee
Ex Officio
David N. Dinkins
Mayor of the City of New York
Elizabeth Holtzman
Comptroller of the City of New York
Joann K. Phillips
Presidentof The International Council

In the index,works are cited by artist. In addition, a
generallisting is givenfor eachof the four principal
topics—graffiti, caricature, comics, and advertis
ing—treated in the body of the book; anonymous
works are includedwithin thosegenerallistings.An
artist's name given in parenthesesafter a title indi
catesthat there is a separateentry for the artist. In a
few cases,mediums are noted to distinguish be
tween works havingidenticaltitles.Numbersreferto
pages.

HardwareWorld, 274
LeJoyeuxBibendum(Michelin& Cie),244
KolnerLehrmittel-Anstalt,261, 262, 264-66
A. Y MacDonaldCatalogueA, 276
Manufacture Franqaisd'Armes et Cyclesde SaintEtienne,255
Mott's PlumbingFixtures:CatalogueA, 276
DieneueGestaltungin der Typographie(Schwitters),
67
Notre Avenir est dans Fair(Michelin& Cie),43
Pedagogicalcharts,303, 304
PlumbingPlansand Specifications,277
ThePlumber'sTradeJournal,278
Presentation1927: Le Decorde la rue, 281
Abbott, Berenice
Printers'Ink, 299, 301, 331, 345
HardwareStore,3 16-3 78 Bowery,Manhattan, 18
La Publicite,289
La Publicitemoderne(Fonteixand Guerin),42
Abruzzo, Tony
"Give Me an Hour" (with BernardSachs),in Girls' SanitaryPottery,111
Sears,Roebuck& Co.: CatalogueNo. Ill, 256
Romances,197, 202
Specimenresume,60
"Run for Love!," in SecretHearts,199, 201
Theatreillustre du pneu par Bibendum(Michelin&
Advertising
Cie),271
BILLBOARDS AND POSTERS:
Whiteley'sCatalogue,256
Documentaryphotographsof Dijon,34; Eu,France,
Altamira
343; Moscow, 56, 57; New York, 19, 20, 250;
Auca del moro feixista,181
Paris,14, 17, 28, 40, 42, 232-35, 241, 242, 300
Folies-Bergere:
La Loie Fuller(Cheret),237
Apollinaire, Guillaume
L'Estampeet I'affiche (Bonnard),34
"II pleut," from Calligrammes,77
LesGirard: L'HorlogeChamps-Elysees
(Cheret),238 Arcimboldo,Giuseppe
GrandPrixMichelin de I'aviation(Gamy),246
The VegetableGardener,108
Nunc est Bibendum(O'Galop),245
Atget,
Eugene
PneuvetoMichelin(Hindre),245
Impassedes Bourdonnais,235
Posterfor an exhibitionat the Dwan Gallery(Olden
burg), 210
La Revueblanche(Bonnard),237
Wild Waves(Iwerks),183
DISPLAYS:

Bibendumfigures at Carnival,Nice,246
Bleriot monoplane,at Le Matin newspaperoffice,
Paris,248
Bonwit Tellerdepartmentstore, New York(Warhol),
336
Department-storewindows, Paris,281-84
Kiosk,Moscow, 57
Naturaliste,rue de I'Ecolede Medecine(Atget), 281
Newsstand,Paris,29, 40

ILLUSTRATIONS

NEWSPRINT TYPOGRAPHY:

Bourdet,Jules-Joseph-Guillaume
L'Affichomanie,232
Braccelli,Giovanni Battista
Figureson the ground, 109
Two geometers,110
Brancusi,Constantin
TheBeginningof the World, 140
Cup II,227
TheKiss,140
Mile Pogany,141
PrincessX, 141
Torsoof a YoungMan, 140, 357
Braque,Georges
Bottle of Marc, 35
Checkerboard:Tivoli-Cinema,
48
Glassand Bottle, 30, 253
Glassand Packetof Tobacco:Bock, 30
Guitarand Program:Statued'epouvante,48
Homageto J. S. Bach,24
Newspaperand Dice: Jou, 37
Le Portugais(TheEmigrant},24
Violin: MozartlKubelick,46
Womanwith a Guitar, 38
Brassai
Graffiti parisiens,80
Graffiti: Zwei Gesprachemit Picasso,81
da Brescia,GiovanniAntonio
Panelof ornamentwith grotesquefigures, 109
Brown, Roger
Modern, Post-Modern,328
Burkey,Bryan
TimesSquare,New York,20
Busch,Wilhelm
Max und Moritz, 158

Callott, Jacques
Dancerswith a Lute, 107
Sheetof Studies,107
Caniff, Milton
Terryand the Pirates,184
Capp,Al
Li'l Abner, 215

Le Figaro,28
LeJournal,26, 28, 29, 32, 37, 40

Caricaturesand grotesques

PACKAGING:

ARTISTS UNKNOWN:

LuckyStrikecigarettepack, 297
LuckyStrikecut plug, 297
Our Industrycaramels(Rodchenko),56
Zebrabiscuits(Rodchenko),56

Drawingafter the Volta delle Civette in the Domus
Aurea, 109
Les Fouterieschantantes,ou les recreationspriapiquesdesaristocratesen viepar la muselibertine
137, 138
FourHeads(after Leonardo),104
Grotesquemaskwith drooping mouth, from 10 En
gravingsof GrotesqueMasksin the Mannerof Ar
cimboldo, 108
Minotaure, postcardspublishedin, 139
"Void Messieurs,ce que nousavonsI'honneurd'exposerjournellement," in La Caricature,116

PRINT ADS:

Ballantineale, 331
BellTelephoneCompany,336
Campariaperitif, 289
Cadillac,323
CBS,316
Chervonetcigarettes(Rodchenko),57
TheCentury,299
Evereadyflashlights,271
Hairpieces,343
LeJournal,ads from, 29, 32, 33, 252
Kneippcoffee, 289
Light bulbs at Gum, the State Department Store,
Moscow (Rodchenko),58
Lipstick,365
Le Matin, ads from, 289
McGrath EngravingCorporation,301
Michelinautomotive repairtools (Poulbot),304
Mosselpromfirm (Rodchenko),56, 57
Mozer watchesat Gum (Rodchenko),271
Ohrbach'sdepartmentstore. New York,316
Samaritainedepartmentstore, Paris,252
VestPocketAutographicKodak Camera,269
Volkswagen,324
WallacePortableElectricLamp,268
TRADE PUBLICATIONS:

BeispieleKunstlerischerSchrift Herausgegebenvon
Rudolf v. Larisch(Moser),36
Bicycleand Automotive Repair,275
BicycleNews,275
Etalages,282

Naturaliste,rue de I'Ecolede Medicine,281
Ruedes PetitsPeres,234
RueSaint-Jacques,
233

Balla,Giacomo
Bankruptcy,68; study for, 70
Sketchfor stage.PrintingPress,50
Basquiat,Jean-Michel
Untitled, 381
Baudelaire,Charles
Caricatureof Champfleuryand Self-Portrait,117
Bernini,Gian Lorenzo
Caricatureof CardinalScipioneBorghese,105, 106
Caricatureof InnocentXI, 103
Portraitof the Captainof the PapalGuard of Pope
Urban VIII, 106
Bickerton,Ashley
TormentedSelf-Portrait(Susieat Aries),394
Blake,William
Satan,Sin,and Death: SatanComesto the Gatesof
Hell, 113
Bonnard,Pierre
L'Estampeet I'affiche, 34
La Revueblanche,236
Boucher,Lucien
La Publicitemoderne,230

JOURNALS:

L'Assietteau beurre (van Dongen),135; (Gris),135
La Caricature(artistunknown), 116; (Daumier),120
Le Charivari(Daumier),114; (Philipon),116
Minotaure (artist unknown), 139
Carra,Carlo
InterventionistDemonstration,51
TheNight of January20, 1915,I DreamedThisPic
ture (Joffre'sAngle of Penetrationon the Marne
Against Two GermanCubes),52
Carracci,Agostino
Sheetof CaricatureHeads,106
Cheret, Jules
Folies-Bergere:
La Loie Fuller,237
LesGirard: L'HorlogeChamps-Elysees,
238
Comics
COMIC

BOOKS:

All-American Men of War (Grandinetti), 209;
(Heath),206, (Novick),205, 206
"Batman" (Kane),in DetectiveComics,183
G.I. Combat(Heath),206
Girls'Romances(Abruzzoand Sachs),197, 202

Mad (Elder), 210; (Kurtzman), 212; (Wood), 213
Maus: A Survivor's Tale (Spiegelman), 384
"Powerhouse Pepper" (Wolverton), in Tessie the
Typist, 213
Raw (Spiegelman), 384
Secret Hearts (Abruzzo), 199, 201
"Superman" (Shuster), in Action Comics, 182
Uneeda Comix (Crumb), 217
The Vault of Horror (Craig), 186
Weirdo (Crumb), 218, 219, 226, 227
Zap (Crumb), 216, 217, 441
COMIC

STRIPS:

Alley Oop (Hamlin), 189
Baron Bean (Herriman), 409
Beetle Bailey (Walker), 410
Dick Tracy (Gould), 183
Dream of the Rarebit Fiend (McCay), 159, 160
The Explorigator (Dart), 163
The Family Upstairs (Herriman), 16, 169
Hogan's Alley (Outcault, Luks), 158
The Kin-der-Kids' Narrow Escape from Auntie JimJam (Feininger), 166
Krazy Kat (Herriman), 169-74
Li'l Abner (Capp), 215
Little Jimmy (Swinnerton), 164
Little Nemo in Slumberland (McCay), 161 -63
Mickey Mouse (Gottfredson), 210, 410
Mutt and Jeff (Fisher), 165
Polly and Her Pals (Sterrett), 164
Silk Hat Harry's Divorce Suit (Tad), 164
Terryand the Pirates (Caniff), 184
RELATED ILLUSTRATIONS:

"A Little Christmas Dream" (Du Maurier), 157
Auca del moro feixist (Altamira), 181
Auca del Treball a Catalunya (Juez), 181
Un Autre Monde (Grandville), 156
Historia del movimiento naclonal (artist unknown),
181
I'd Like to Go Out with You (Crumb), 213
Max und Moritz (Busch), 158
New York magazine, cover (Hallgren), 228
"Le Petit Chaperon rouge" (Dubosc), 180
"Skeleton of the Mammoth" (Riou), 157
"El suero maravilloso" (Robledano), 180
Through the Looking Glass (Tenniel), 157
Voyages et aventures de Docteur Festus (Topffer),
155
Corcos, Vittorio
Portrait of Yorick, 76
Cornell, Joseph
Chocolat Menier, 31 1
Untitled (Hotel Beau-Sejour), 312
Untitled (Medici Princess), 313
Untitled (Parrot Collage: Grand Hotel de la Pomme
d'Or), 312
Untitled (Pharmacy), 314
Covarrubias, Miguel
Clark Gable vs. Edward, Prince of Wales, 136
Paul Whlteman, 135
Craig, Johnny
The Vault of Horror, cover, 186
Crumb, Robert
I'd Like to Go Out with You, from Monster Greeting
Cards, 213
"Keep on Truckin'
in Zap, 41 1
"Mr. Natural in Death Valley," in Zap, 216
"Mr. Natural Visits the City," in Zap, 217
The Nightmare, 2 19
"The Old Songs Are the Best Songs," drawing for,
214
"Schuman the Human," in Zap, 216
Uneeda Comix, cover, 2 17
Weirdo, covers, 226, 227; drawings for covers, 218,
219
"What Gives?," drawing for, 215

Daumier, Honore
Le Charivari, headpiece, 115
"Combat des ecoles: L'ldealisme et le Realisme," in
Le Charivari, 114
The Drinking Song, 119
"M. d'Argo . . ," in La Caricature, 120
"Menelas vainqueur," in Le Charivari, 114
Study of Heads, 118
David, Jacques-Louis
The Sabine Women, 113
Davis, Stuart
Cigarette Papers, 294
Lucky Strike, 168, 296
Odol, 295
Sweet Caporal, 293
Visa, 325
Delaunay, Robert
The Cardiff Team, 247
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Dart, Harry Grant
The Explorigator, 163

Fisher, Bud
Mutt and Jeff , 165
Freedom
What Is Art? Why Is Art?, 382
Fuseli, John Henry
Satan and Death with Sin Intervening, 112
The Three Witches, 111

Gamy
Grand Prix Michelin de Taviation, 246

van Dongen, Kees
"Cocotte," from L'Assiette au beurre, 135

Gillray, James
Sin, Death, and the Devil, 112
Weird-Sisters; Ministers of Darkness; Minions of the
Moon, 111

Du Maurier, George
"A Little Christmas Dream," from Punch, 157

van Gogh, Vincent
La Berceuse (Madame Roulin), 243

Dubosc, Rene
"Le Petit Chaperon rouge," 180

Golden, William
CBS Symbol, 316

Dubuffet, Jean
Aztec Profile, 87
Bertele, Wildcat, 148
Dhotel Shaded with Apricot, 147
Fautrier with Spidered Brow, 100
Joe Bousquet in Bed, 146
Jules Supervlelle, Large Myth Portrait (Supervielle,
Larger Banner Portrait), 145
Leautaud, White Scratchings, 149
Life in the Country, 87
The Lost Traveler, 85
Man Caught in the Walls, 87
Monsieur Dhotel, 145
Wall with Inscriptions, 86
Duchamp, Marcel
Belle Haleine, Eau de Voilette, 272
Bicycle Wheel, ITS
Bottle Rack (Bottle Dryer), 274
Box in a Valise, 273
Fountain, 276
L.H.O.O.Q., 278
Nine Malic Molds, 255
Readymade Comb, 275
Readymade Girl with Bedstead (Apolinere enam
eled), 272
Traveler'sFolding Item, 274

Edmonds, P.
Rue de la Colombe, 232
Elder, Will
"Mickey Rodent," in Mad, 210
Ensor, James
The Pisser, 75
Ernst, Max
Augustine Thomas and Otto Flake (with Louise ErnstStraus), 268
Demonstration hydrometrique a tuer par la tempera
ture, 266
The Enigma of Central Europe— Always the Best
Man Wins, 265
The Gramineous Bicycle Garnished with Bells the
Dappled Fire Damps and the Echinoderms Bend
ing the Spine to Look for Caresses,263
The Hat Makes the Man, 267
The Master Bedroom — The Bedroom of Max Ernst,
262
The Sandworm Attaches Its Sandal, 267
Sheep, 264
Ernst-Straus, Louise
Augustine Thomas and Otto Flake (with Max Ernst),
268

Dantan, Jean-Pierre
Neuville, 117
Romieu, 117

Feininger, Lyonel
The Kin-der-Kids' Narrow Escape from Auntie JimJam, 166
Uprising, 167

Gottfredson, Floyd
Mickey Mouse, 2 10, 41 0
Gould, Chester
Dick Tracy, 183
Graffiti
ILLUSTRATIONS:

Avellino, F. M., 71
Garrucci, Raphael, 72, 73
Lombroso, Cesare, 73
Luquet, G. H., 74
Martigny, Abbe, 72
PHOTOGRAPHS:

Brassai, 80, 81
Chalfant, Henry, 377-82
Chi, Tseng Kwong, 380
Siskind, Aaron, 82, 83
SUBWAY GRAFFITI:

Dusty Shadow, A-One Steph, and Nod Tech Daze,
379
Soup Cans (Lee and Fred), 377
Style Wars (NOC), 380-81
Subway drawing (Haring), 380
What Is Art? Why Is Art? (Freedom), 382
Grandinetti, Jerry
"Wingmateof Doom," in All-American Men of War,
209
Grandville, J. J.
Un Autre Monde, 156
Cent Proverbes, 75
Oh! Les Vilaines Mouches! I, 155
Gris, Juan
L'Assiette au beurre, cover, 135
The Bottle of Banyul, 3 1
Breakfast, 44
Fantomas (Pipe and Newspaper), 44
Glasses, Teacup, Bottle, and Pipe on a Table, 39
Le Journal, 25
The Man at the Cafe, 45
Grosz, George
Republican Automatons, 122
Gulbransson, Olaf
"How can we poke the fire any longer? We have no
more charcoal," 122
Guston, Philip
Chair, 222
Head and Bottle, 220
Mesa, 223, 410
Pull, 225
Sleeping, 224
Strong Light, 22 1

Haacke, Hans
The Saatchi Collection, 389
Fahlstrom, Oyvind
Performing K.K. No. 3, 190
Performing K.K. No. 11, 185

Hains, Raymond
Ach Alma Manetro (with Jacques de la Villegle),
The Gypsy Woman, 88

Halley, Peter
Two Cells with Circulating Conduit, 393

Lee and Fred
Soup Cans, 377

Hallgren, Gary
New York magazine, cover, 228

Leger, Fernand
Bargeman, 290
The City, 292; study for, 293
Composition with Four Hats, 287
The Syphon, 288
The Typographer, 291
Umbrella and Bowler, 285

Hamilton, Richard
Installation (with John McHale), "This Is Tomorrow"
exhibition, 319
Hers Is a Lush Situation, 322
Just What Is It That Makes Today's Homes So Differ
ent, So Appealing?, 185, 320
Hamlin, V. T.
Alley Oop, 189
Haring, Keith
Subway drawing, 380
Untitled, 380
Hausmann, Raoul
Dada-Cino, 53, 258
Dada Siegt, 52, 259
Heath, Russ
"Aces Wild," in Ail-American Men of War, 206
"Hunted Tank vs. Killer Tank," in G.I. Combat, 206
Herriman, George
Baron Bean, 409
The Family Upstairs, 16, 169
Krazy Kat, 169-74
Hindre
Pneu veto Michelin, 245
Hoch, Hannah
Cut with the Kitchen Knife, 261
The Lovely Maiden, 260
Hogarth, William
Characters and Caricaturas, 111
Holzer, Jenny
Granite Bench, from the Under a Rock series, 401
Installation at the Solomon R. Guggenheim Muse
um, 403
Laments, 399
Untitled, from the Survival series, 401

Iwerks, Ub
Wild Waves, poster, 183

Jess
Tricky Cad, 193
Tricky Cad: Case V, 192
Johns, Jasper
Alley Oop, 188
Flashlight I, 332
Flashlight II, 332
Light Bulb I, 333
Light Bulb II, 333
Painted Bronze (Savarin Can), 334
Painted Bronze II, 330
Jorn, Asger
The Avant-Garde Doesn't Give Up, 91
Untitled, 91
Juez
Auca del Treball a Catalunya, 181

Kane, Robert
"Batman," in Detective Comics, 183
Klee, Paul
Charli, 123
Vulgar Comedy, 102
Koons, Jeff
Baccarat Crystal Set, 395
Bear and Policeman, 397
Jim Beam J. B. Turner Train, 395
New Shelton Wet/Dry Double Decker, 395
Pink Panther, 396
Rabbit, 368
Kruger, Barbara
Untitled (I Shop Therefore I Am), 390
Untitled (You Invest in the Divinity of the Master
piece), 390
Kurtzman, Harvey
Mad, cover, 2 12

Leonardo da Vinci
Diagrams and Profiles, 104
Five Grotesque Heads (attrib.), 105
Old Man, 105
Two Profiles, 104
Two Profiles, 105
Levine, Sherrie
Untitled (Lead Checks: 1), 391
Lichtenstein, Roy
As I Opened Fire, 209
Blonde Waiting, 196
Drowning Girl, 198
Duridium, 341
Hopeless, 200
Hot Dog, 341
Keds, 339
Look Mickey, 196
Magnifying Glass, 229
Mirror #7, 340, 404
Okay, Hot-Shot, 207
Spray, 340
Tension, 203
Tire, 340
Whaaml, 204-05
Lissitzky, El
"The Sun," from Dyla Golosa ("For the Voice"), by
Vladimir Mayakovsky, 59
Lucas, E. V.
What a Life! (with George Morris), 257
Luks, George B.
Hogan's Alley (originated by Outcault), 158

Magritte, Rene
The Key of Dreams, 302
The Listening Room, 359
Personal Values, 358
The Rape, 103
The Treachery of Images (This Is Not a Pipe), 301
Malevich, Kasimir
An Englishman in Moscow, 54
Private of the First Division, 55
Woman at Poster Column, 54
Man Ray
Gift, 282
Marinetti, Filippo Tommaso
Vive la France, 50
Words in Freedom (Chaudronneries), 51
Marville, Charles
Rue Tirechapps, 232
McCay, Winsor
Dream of the Rarebit Fiend, 159, 160
Little Nemo in Slumberland, 161 -63
McHale, John
Installation (with Richard Hamilton), "This Is Tomor
row" exhibition, 319
Michelin & Cie
Advertisement for Michelin automotive repair tools
(Poulbot), 304
Bibendum figures at Carnival, Nice, 246
Ca dit pneu dans 300 langues (Petit), 343
Le Coup de la semelle Bibendum (O'Galop), 2, 245
Grand Prix Michelin de I'aviation (Gamy), 246
Le Joyeux Bibendum, 244
Notre Avenir est dans Fair, 43
Nunc est Bibendum (O'Galop), 245
Pneu velo Michelin (Hindre), 245
Theatre illustre du pneu par Bibendum, 271
Miro, Joan
Dialogue of Insects, 306; study for, 177
Dog Barking at the Moon, 175; study for, 176
Landscape with Rooster, 176
May 1968, 98

Painting, 307; Collage (study for Painting), 306
Painting, 308; Preparatory Collage for Painting, 308
Painting, 309; Preparatory Collage for Painting, 309
Painting, 310; Preparatory Collage for Painting, 310
Pastoral, study for, 177
The Somersault, 178; study for, 178
Study for a composition, 177
Terra llaurada, study for, 177
Morris, George
What a Life! (with E. V. Lucas), 257
Moser, Kolomon
Page of typography, 36
Munch, Edvard
The Shriek, 102
Murphy, Gerald
Razor, 298
Murray, Elizabeth
Just in Time, 387
Labyrinth, 388
96 Tears, 386
Tomorrow, 386, 41 3

Nauman, Bruce
One Hundred Live and Die, 400
NOC
Style Wars, 380-81
Novick, Irv
"Star Jockey," in All- American Men of War, 205, 206

O'Galop
Le Coup de la semelle Bibendum, 2, 245
Nunc est Bibendum, 245
Oldenburg, Claes
Architect's Plan for the Maus Museum at Documenta 5, 211
Auto Tire with Price, 349
Colossal Fagends in Park Setting with Men, 361
Floor Cake (Giant Piece of Cake), 351
Floor Cone (Giant Ice-Cream Cone), 350
Installation of the artist's works at the Green Gallery,
350
Late Submission to the Chicago Tribune Architectural
Competition of 1922: Clothespin (Version Two),
352
Lipstick (Ascending) on Caterpillar Tracks,363, 364
Lipsticks in Piccadilly Circus, London, 365
Notebook Page, Clipping #44: Advertisement for
Hairpieces, 343
Notebook Page, Clipping #302: Close-Up of Tire
Tread with Ice, 342
Notebook Page, Clipping #322: Lipstick Advertise
ment in a British Publication, 365
Notebook Page. Clipping #500: Rainstorm at Sea,
360
Notebook Page, Clipping #560: Tumbling Carpet
Rolls, 361
Notebook Page: Pork Chops Compared to Breasts in
Brassiere, 362
Notebook Page: Shoestring Potatoes, Ketchup Bot
tle, and Coke Glass, 362
Poster for the artist's exhibition at the Dwan Gallery,
210
Proposal for a Facade for the Museum of Contempo
rary Art, Chicago, in the Shape of a Geometric
Mouse, 2 11
Proposal for a Skyscraper in the Form of a Chicago
Fireplug: Inverted Version, 356
Proposed Colossal Monument for Thames River:
Thames Ball, 355
Proposed Colossal Monument: Good Humor Bar for
Park Avenue, 353
Proposed Colossal Monument to Replace the Wash
ington Obelisk, Washington, D.C.: Scissorsin Mo
tion, 354
The Store, 349
39 Cents (Fragment of a Sign), 348
Two Cheeseburgers with Everything (Dual Hambur
gers), 348
Oppenheim, Meret
Object, 283

O'Sullivan,Timothy
HistoricSpanishRecordof the Conquest,Inscription
Rock,70
Outcault, RichardFelton
Hogan'sAlley (continuedby Luks),158
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Paolozzi,Eduardo
RealGold, 319
Petit, Boulet Dru Dupuy
C<3
dit pneu dans300 langues,343
Philipon,Charles
"Les Poires,"in Le Charivari,116
Picabia,Francis
lei, c'est id Stieglitz,269
La Poesieest comme lui (VoilaHaviland),268
Portrait of a YoungAmerican Girl in the State of
Nudity, 270
Portraitof Max Jacob,271
Picasso,Pablo
Au Bon Marche, 252
Bottle and Glass,33
Bottle of Bass,Wineglass,Packetof Tobacco,and
CallingCard,47
Bottle of VieuxMarc, Glass,and Newspaper,26
BouillonKub, 42
Bustof a Woman, 143
Caricature,125
Caricatures,125
Caricaturesand Portraits: Guillaume Apollinaire,
Paul Fort, Jean Moreas, FernandOlivier, Andre
Salmon,Henri Delormel,124
Dreamand Lie of Franco,179
Egyptianand Other Sketches,127
FiveSketchesof GreekPersonages,127
Glassof Absinth, 279
Guitar,SheetMusic,and Glass,27
Headof a Man (drawing), 125
Headof a Man (papiercolle),60
Headof a Warrior, 144
Headof a Woman(Marie-ThereseWalter)(plaster),
143
Headof a Woman(Marie-ThereseWalter)(bronze),
142
Horse'sHead(studyfor Guernica),180
Landscapewith Posters,42, 251
Ma Jolie,24
Menu of ElsQuatre Gats,35
Modernist, 127
Pipe,Glass,and Bottle of Rum, 31
Pipe, Wineglass,Newspaper,Guitar,and Bottle of
VieuxMarc: Lacerba,61
Portraitof Andre Salmon(charcoal),131
Portraitof Andre Salmon(ink),final state, 132; stud
iesfor, 131
Portraitof Daniel-HenryKahnweiler,102, 134
Portraitof GertrudeStein, 129
Portraitof JosepFontdevilaand Sketchof a Nude
with RaisedArms, 125, 150
TheScallopShell: Notre Avenir est dansFair,43
Self-Portrait(pencil),126
Self-Portrait(charcoal),128
Self-Portrait(crayon),151
Self-Portrait(oil), 130
Self-Portraitand Other Sketches,128
Sketch:Heads(PereRomeau),126
Sketcheswith PierrotFigures,124
Souvenirdu Havre,41
Still Life, 280
Still Life with ChairCaning,24
Student with a Newspaper,37
Tablewith Bottle,Wineglass,and Newspaper,22,37
VariousSketches(textbook page), 123
VariousSketches,127
View of the artist'sstudio, 279
Violin, Wineglasses,
Pipe,and Anchor, 47
YoungGirl Seated,150
Pollock,Jackson
Untitled, 82
della Porta,Giovanni Battista
Physiognomiccomparison,107
Poulbot,Francisque
Advertisementfor Michelinautomotiverepairtools,
304

Puvisde Chavannes,Pierre
Expressive
Head, 121
YoungGirlsat the Edgeof the Sea, 121

Rauschenberg,Robert
Coca-ColaPlan,327
FactumI, 329
FactumII, 329
Gloria,328
Mainspring,329
Mona Lisa,328
Rebus,93, 326
Riou, Edouard
"Skeletonof the Mammoth," 157
Robledano,Jose
"El sueromaravilloso,"180
Rodchenko,Aleksandr
Advertisementfor Chervonetcigarettes,57
Advertisementfor light bulbsat Gum, the StateDe
partment Store,Moscow, 58
Advertisementfor Mozer watchesat Gum, 271
Advertisementsfor Mosselprom,56, 57
Coverdesignfor On Mayakovsky,by B. Arvatov,58
Coverdesignfor the prospectusof the first issueof
Lef, 59
Packagingfor Zebrabiscuits,56
Wrappersfor Our Industrycaramels,56
Rosenquist,James
F-111, 366-67
Rotella, Mimmo
Cinemascope,90
Mythology, 89
Ruscha,Ed
Actual Size,347
OOF,152
StandardStation,Amarillo, Texas,346

Sachs,Bernard
"Give Me an Hour" (with Tony Abruzzo), in Girls'
Romances,197, 202
Salle, David
MuscularPaper,372
The TulipMania of Holland,373
Saul, Peter
DonaldDuck Descendinga Staircase,383
Scharf,Kenny
ElroyMandalaII, 383
Schon,Erhard
Illustrationsfrom Unterweissungder Proportionund
Stellungder Bosse,110
Schwitters,Kurt
EvaStee,66
Figurine,64
Greenover Yellow,321
KnaveChild,254
TheKots Picture,62
MissBlanche,65, 296
Dieneue Gestaltungin der Typographie(pamphlet),
67
TheSaddlerPortfolio,63
"Typoreklame"issueof Merz, 67
Untitled (For Kate), 184
Untitled (Kwatta),65
Seurat, Georges
Le Chahut,239
TheCircus,240
Invitationto the Sideshow(LaParadede cirque),240
SundayAfternoon on the Islandof the GrandeJatte,
240
Sherman,Cindy
Untitled, 374
Untitled FilmStill #21, 374
Shuster,Joe
"Superman," in Action Comics,182
Siskind,Aaron
BronxI, 83
Chicago,82
Hoboken,New Jersey,83

Smithson,Robert
SpiralJetty, 371
Spiegelman,Art
Maus: A Survivor'sTale,384
ReadYourselfRaw, 384
Steinberg,Saul
ComicStrip, 191
Pagefrom an unpublishedsketchbook,149
Sterrett, Cliff
Pollyand Her Pals,164
Stieglitz, Alfred
Photographof Fountain(Duchamp),276
Swinnerton, James
LittleJimmy, 164

Tad
SilkHat Harry'sDivorceSuit, 143
Tapies,Antoni
Writing on the Walls,84
Tenniel,John
"The Jabberwock," illustration for Through the
Looking Glass,by LewisCarroll, 157
Topffer, Rodolphe
Voyageset aventuresde DocteurFestus,155
Toulouse-Lautrec,Henri de
Moulin Rouge(LaGoulue),34
YvetteGuilbert, 121
Travies,Charles-Joseph
"La Poireestdevenuepopulaire!," from Le Charivari,
75
Twombly,Cy
Dionysus,97
TheItalians,99
Ledaand the Swan, 96
Untitled, 94, 95
WilderShoresof Love,98

Vasarely,Victor
Mizzar,338
Venturi, Robert, Denise Scott Brown, and
Steven Izenour
Illustrationfrom Learningfrom LasVegas,370
Vernet, Horace
DesnoyerReadinga Report, 120
Villegle, Jacquesde la
Ach Alma Manetro (with RaymondHains),89
122, rue du Temple,90
Sevres-Montparnasse
Intersection,88
Voltz, JohannMichael
TruePortraitof the Conqueror,139

Walker, Mort
BeetleBailey,410
Warhol, Andy
Beforeand After, 336
Campbell'sSoup Cans,344
Dick Tracy,195
Popeye,194
Storm Window, 338
Telephone,337
VariousBoxes,345
Wigs,343
Window displayfor the Bonwit Tellerdepartment
store, New York,336
Wolcott
Cartoon: "In the slumdistrictof NewYork
278
Wolverton, Basil
"PowerhousePepper,"in Tessiethe Typist,213
Wood, Wally
"Superduperman,"from Mad, 213
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mastersof "low" art; we can alsodiscoverthe sur
prising, imaginativeinventionsthat modern artists
havemadefrom anonymousvernaculars.Fromsub
tle rearrangements,like those Roy Lichtenstein
worked upon his comic-book sources, through
strangertransformations,like Joan Miro's creation
of Surrealistfantasiesfrom printed advertisements,
the more than 600 illustrationsin this book capture
our century'sculture in all its unpredictablevitality.
The authors examine not only the self-evidentin
stancesof the dialoguebetweenhigh and low, such
as the works of Britishand American Pop artists;
they also explore more covert relationshipsbe
tween, for example,FernandLeger'saestheticand
the designof shopwindows, or the paintingsof Cy
Twomblyand the graffiti-markedwalls of Pompeii,
to see what such similaritiestell us about the
dreamsand ambitionsof modern culture.
Publishedto accompanya major exhibition at
The Museum of Modern Art, High and Low con
structsa new framework for the historyof modern
art, yet remainsrooted in a specificchronicleof the
livesand works of individualartists.Through a mo
saic of particularincidents,tracing a history of as
tonishing imaginativeleaps and discoveries,High
and Low offers us a fresh accountof the evolution
of the languageof modern art, and of the connec
tionsbetweenthat languageandthe world aroundit.

Kirk Varnedoe is Directorof Paintingand Sculp
ture at The Museum of Modern Art. He has also
been Professorof FineArts at the Institute of Fine
Arts, New York University.His previouspublications
for The Museumof Modern Art were Vienna1900:
Art, Architectureand Design,in 1986, and three es
saysin "Primitivism"in 20th CenturyArt: Affinity of
the Tribaland the Modern, in 1984.
Adam Gopnik is an editor and staff writer at The
New Yorker.He is the magazine'sart critic and a
regularcontributorto "Notes and Comments" and
"The Talk of the Town."

Publishedby The Museumof Modern Art
11 West 53 Street,New York,New York 10019
Distributedby HarryN. Abrams,Inc.
100 Fifth Avenue,New York,New York 10011
Printedin Spain

MODERN ART AND
POPULAR CULTURE

CARICATURE

GRAFFITI
ADVERTISING
P0URIN6

S COMICS

THE MUSEUM OF MODERN ART NEW YORK

0-87070-353-6
(MoMA)
0-8109-6002-8
(Abrams)

