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[TosiBnenne Bo BToOpoii mosnoBuHe XIX cTONETHSI HA TOPOACKUX YJIMLAX WIUTFOCTPUPOBAHHOM
PEKJIaMBbl CTAJIO OOJIBIIMM XYAOXKECTBEHHBIM M UICTOPUYECKNM COOBITHEM, €€ 3HAYEHHUE U 3aCIly-
>KEHHBIV aBTOPUTET CETOfHA YK€ He TpeOyeT JoKa3aTenbCTB. [lyOnmiHoCTh MILTIOCTPUPOBAHHOM
pekyiamMbl (pOpMHUPOBaJIa BKYChl OOLIECTBA, @ TBOPYECTBO MUIAKATUCTOB BIIMSIIO HA OOLLMIA TPOLIECC
Pa3BUTHS UCKYCCTBA, aKKYMYJIMPYsl B ce0€ CaMble aBaHTrap/iHbIE XYyJO0’KECTBEHHbIE WJIEU, BOILIO-
jasi «rpaMMaTHUKY» OTEbHBIX XYyAO0XKECTBEHHbIX HaNpaBaeHUi U cTuiein. CUMBOJIU3M «BbILLIEI»
Ha ynuupl B acpuiax [TroBu ne llaBanna u Aman-2Kana. MopepH, ap-HyBO, FOT€HJICTUJIb, CeleC-
CHUOH — BCE€ HAUMOHAJIBHbIE BAPUAHTBI MOCHEHEro cTuis yxopsduero XIX Beka yTBepXKIaluch
B CO3HaHMU MUJUIMOHOB JTtofieil Oarofapsi pekyiaMHbiM komno3utusim O6pu Beppcnu u Yonrepa
Kpeiina, Ansonca Myxu u Ixxena Ipacce, Ppanua ¢on llryka u [ycraBa Knnmra.

)I(aﬂp aduim TpeboBa OT ee co31a-
TeJIeil JOCTYITHOTO U BMECTE C TeM
00pa3HOTO S3bIKA, MOOYKIAs MX co3maTeei
K TBOPYECKMM TTOMCKaM U HOBAaTOPCKUM
aKcnepuMeHTaM. Heobxonumas B uio-
CTPUPOBAHHOMI peKjIaMe CTerieHb 000011Ie-
HUS OTCeKalla JIMIITHEE, BHIYWICHSIS U YCU-
JINBasl XapaKTepHbIE aBTOPCKUE TTPUEMBI,
HCTIOJIb30BAaHHbBIE BITOCIECACTBUM B XKUBO-
MMUCH, TpaBlope U XypHaJIbHOU rpaduke.
HauvaTas (poBrcTaMu peBoJIIOLMS B 001a-
CTH 11BeTa ObLIa OIpoOOBaHa U B UCKYCCTBE
makata. MTHTEHCHMBHOCTB 1IBETa M TIOCKO-
CTHOCTb M300pakeHUsI BITOJIHE €CTECCTBEH-
HO COYETAIMChH C YITPOIIIEHHOCTHIO (hOPM.
Hakan arutalinoHHBIX TJIaKaTOB ObLT CPO/I-
HU aHTUBOEGHHOMY MadoCy KMUBOMUCHBIX
U rpacdUYeCKUX MPOU3BEACHUI IKCIpec-
CMOHHUCTOB U JamaucToB. BocxuieHue
«MOTOPU30BAaHHBIM CTOJIETUEM», ad3pO-
IUITaHaMU, a3pocTaTaMU M TUPHKAOISIMU,
CBOMCTBEHHOE MTAJIbIHCKOMY (DyTypu3-
My, TIpeXe ObLTO YOeAUTETbHO U 3(PheKT-
HO TIPOJIEMOHCTPUPOBAHO B TMHAMUYHBIX
KOMITO3ULIMSIX XYTOKHUKOB PEKJIaMBbI.
MMeHHO B MJUTIOCTPUPOBAHHOM PeK-
Jlame, Oojiee IPYTMX >KaHPOB MCKYCCTBa
CKJIOHHOM K paauKaJu3My, BIEpBbIC UC-
MOJIb30BAIMCH MIPUEMBbI, 3aUMCTBOBaHHBIC

u3 ¢ororpacduu u KuHemarorpada. bia-
rojapsi 3ToMy B IepBoe aecsaTuieTue XX
BeKa B TBOPUYECKUIT apceHaJl IJIaKaTUCTOB
BOILIUIM CMEJIOe KaapupoBaHue, (hopMuUpy-
fol1iee CBOOOIHYIO KOMIIO3UIIMIO, & BMECTE
C HUM — HEOXUIaHHbIEe pakypchl. IHTeH-
CHBHOCTb PeKJIaMHBIX 00pa30B HapacTa-
J1a TIpY PE3KUX U3MEHEHUSIX TTPOTIOPLIMIA,
MEePCIEeKTUBHBIX MCKAXKEHUSIX U YMEJIOM
AKILIEHTUPOBAHUU JICTAJICHA.

Ho 1ieHHOCTh MUTIOCTPUPOBAHHOMN
peKJIaMbl HE MCYEPITBIBACTCS €€ XyIoXKe-
CTBEHHBIMU TOCTOMHCTBaMU. Ha pybexke
nByx cronetuit, B 1900 romy, Ha cTpaHu-
11axX CIIelMaIu3upoBaHHOrO XXypHaa “The
Poster” mosiBuIach cTaThsi OPUTAHCKOTO
XYIOXXECTBEHHOTO KPUTMKA M MCTOpPHKa
peksiaMHOTO uckyccTBa Yapiza Xaiiatta
«[Inakat kak 3epkKajlo Halleil >KU3HU».
OH nucan: «Mbl MOXXeM YOeIUThCS B 9H-
LIMKJIOTIEIMYECKOM BCEBEICHUMN PEKJIaMBlI,
eCIM MOTPYAMMCS TIepeJrucTaTh CTpaHU-
116l TOAOBBIX MOAIIMBOK HAIIIETO XypHa-
sa. OHY WITIOCTPUPYIOT KaXKAbli aCTIEKT
HallleTo CYIIECTBOBAHUS: OJEXKIY, KOTO-
PYIO MBI HOCUM, Hallld CIIOPTHUBHBIC 3a-
HSTUS U pa3BJCUeHMs, TTPOAYKTHI M Ha-
MMUTKU, KOTOPBIE MBI €IUM M TIbeM, (UK~
CHUPYIOT BCE, YTO MBI YUTAEM U CMOTPUM.

Tonbko G1aromgapst pekjiame, MCHOBEHHO
pearupyolleil Ha KaxXayl0o HOBUHKY, MbI
MOXKEM IIPOCIEAUTh OBICTPOTEYHOCTh
M3MEHUMBOI MOJIBI»'.

Cryctsl cToJIeTHE APYroil MCCIea0-
Bateqb — Makc lammo — HasBal CBOHO
KHUTY «Aduliia — 3epKajao UCTOPUHM, 3ep-
KaJio Xu3HU»?. Onupasch UCKIIOYNUTEIb-
HO Ha MaTepuayibl WLTIOCTPUPOBAHHOM
peKJIaMbl, OH MOATOTOBUJI ITyOJIMKALIMIO,
KOTOpasi, O CYTH, CTajla KPaTKUM KypCOM
dpaniry3ckoit uctopun. O0pasibl peK-
JIAMHOI'O UCKYCCTBa IIPOIIIOTO CEromHs
BBICTYIIAIOT SMOLIMOHAIBHBIM 1 O0pa3HbIM
IOKYMEHTOM YILIe/lIei 31oxu. B Beibope
TeM, OCOOCHHOCTSIX X TTOIauu, CTUJIE 00-
pallleHsl K MOTEHIMAIbHOMY IOTPeOu-
TEJI0 B MOJHOI Mepe OTpake€HbI HALKO-
HaJIbHBII XapakTep U TPaauLUU TeX, KTO
co3/1aBal peKJiaMy, 1 TeX, KOMY OHa Ipe/-
Ha3Hayvajach.

XapakTep 1 TeMbI PeKJIaMHBIX T10C-
TepoB bputaHuu OTIMYAIOT €€ OT MPOU3-
BeJeHUI MacTepoB pekiambl B Mcmanuu,
rtakatel Januu, [epmanuu uam AMepu-
KU TakKXe MMEIOT CBOU CHelrpUUECKIe
0COOEHHOCTH, TIO3BOJISIIOILINE OTIPEACIUTh
UX <«HAIMOHAJIBHOCTh» JaXe B OTCYTCT-
BME PEKIaMHOIO TeKCTa. AMepUKaHCKasI
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Irina Nikiforova

THE ILLUSTRATED POSTER

AS A MIRROR OF LIFE

The introduction of graphic advertisement posters in the second half of the 19th-century outdoor
urban space became an important historical and art phenomenon. Today, its significance and well-
deserved influence are beyond dispute. Displayed in public places, graphic posters exercised a
defining influence over the tastes of society. However, the poster played an even greater role in the
evolution of art as it attracted the most avant-garde ideas and embodied the essence of various art
movements and styles. Symbolism entered the “metropolitan landscape” with the posters of Puvis
de Chavannes and Aman-Jean. “Le Style Moderne”, Art Nouveau, Jugendstil, and Sezessionstil —
the last style of the end of the 19th century in its many local incarnations appeared on the streets
of European cities and captured the imagination of millions by way of advertisement posters by
Aubrey Beardsley and Walter Crane, Alphonse Mucha and Eugéne Grasset, Franz von Stuck and

Gustav Klimt.

dvertisement poster art demanded

simplicity as well as a vivid, expressive
technique. It challenged artists to experi-
ment, to be creative and original in their
approach. The need for generalisation cut
off all that was not essential as it brought
out and magnified an artist’s distinctive
style. The same technique found its way
into painting, engraving, and magazine
graphics. The revolutionary approach to
colour introduced by the Fauvists was tried
out in the art of the poster. The minimalis-
tic form went naturally hand in hand with
vibrant colours and one-dimensional rep-
resentation. The visual intensity of the
propaganda posters was a lot like the anti-
war verve of the Expressionists and
Dadaists. The Italian Futurists’ admiration
for the “motorized century” with its aero-
planes, balloons, and airships, was first
expressed in the most compelling and
striking manner in the dynamic composi-
tions of advertisement poster artists.

More radical than other art forms,
poster advertisement was the first to bor-
row techniques from photography and
cinema. As a result, at the beginning of the
20th century poster artists embraced such
novel elements as bold framing, which
lead to free composition, as well as unusu-
al angles and perspective. Images in
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graphic advertisement posters grew more
and more powerful due to radically altered
proportions, distorted perspective and
masterful emphasis on detail.

However, the significance of the
poster became much more than that of an
art form. In 1909 “The Poster” magazine
published an article called ““The Poster as a
Mirror of Life” by Charles Hiatt, a British
art critic and historian of advertising. “We
may convince ourselves of the omniscience
of the pictorial placard if we take the trou-
ble to turn over the pages of the volumes of
this magazine. In the illustrations which
adorn them we are reminded of every
aspect of our existence. The clothes which
we wear, the sports with which we pass our
time, the amusements which we pursue,
the food and liquids which we eat and
drink, the literature which appeals to us
most strongly are all suggested and reflect-
ed there. We can trace fashion as it rises
and so to speak — shoot folly as it flies.”

100 years later, Max Gallo, another
scholar of the art of visual advertising,
called his new book *“The Poster: Mirror
of History, Mirror of Life”. Gallo’s publi-
cation, based exclusively on the poster art
form, produced what amounted to a short
course in French history.? Advertising
posters of those earlier periods are now a

testament to the emotions and images of
times long past. Their choice of subjects,
their characteristic presentation, their
unique appeal to the potential consumer
— all these aspects of poster art reflect the
national identity and tradition of both the
artist and the customer.

The creations of French illustrated
poster artists are quite different from those
of their British or American counterparts;
the distinctive features of German and
Polish advertising placards betray their
“national identity” even without their
written messages. American poster art isan
illustrated historical study of journalism
and publishing. German posters of the late
19th century enthusiastically advertised
classical opera, as well as domestic goods
and beverages. In Poland, national con-
sciousness and self-determination became
the key theme of poster art, whether it was
promoting a book, a concert or an exhibi-
tion — the result of society’s opposition to
the political conditions of the time.

In France, the strong revanchist sen-
timent caused by the country’s humiliat-
ing defeat in the 1870 Franco-Prussian
war was reflected in visual advertisements
for the entertainment business. The coun-
try’s economy, freed from political prob-
lems and government regulation, was
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booming. The time became known as the
“Belle Epoque”. The Enlightment ideals
of the middle classes were replaced by the
pursuit of extravagant pleasures and luxu-
ry; indulging in illusory delights allowed
an escape from reality. An insatiable need
for spectacular entertainment and pleas-
ure drove the demand for innumerable
new restaurants, cafés-chantants, and
dance halls. Paris gained its reputation as
the luxury capital of the world, replete
with never-ending celebrations.

With great enthusiasm the French
welcomed a new entertainment trend —
artistic cabaret. Cabaret theatre emerged
as a stage for chanson réaliste, or “realist
song”, and evolved into a broader arena
for artistic, musical, expressive dance and
dramatic performances. It became a
favourite for the Bohemians of Paris, a
life-style of an entire generation which
would be recorded in history as the “citi-
zens of the Republic of Montmartre”. A
green suburb with cheap little houses,
apartments and boutiques, it first gave
shelter to actors and artists, and quickly
became popular. By the end of the 19th
century the quiet, crooked rural streets of
the Montmartre hill developed into a
neighbourhood with a reputation as the
most fascinating part of Paris. The area
offered plenty of entertainment, and its
cabarets and cafés attracted the idle, stu-
dents and the bourgeoisie, all looking for a
thrill. The merry Montmartre had its
muses — dancers, artists’ models, demi-
mondaines and actresses.

& TO-HOLD
By Mary Fohnjton,

HOUGHTON, MIFFLIN & CO. 3507

The poster reflected this culture in
rather colourful detail. Théophile Stein-
len, Henri de Toulouse-Lautrec, Adolphe
Willette, and Alexandre Grin all created
advertising posters for Parisian taverns,
dancing halls and cafés-concerts. Their art
urged the public to enjoy improvised chan-
son and variety shows with fiery cancan
and pantomime. Lithographic advertising
posters preserve for us today the names of
the entertainment stars of that era — mas-
ters of ceremonies, wrestlers, eccentric
artists, singers and dancers, as well as the
titles of popular programmes of music-
halls and cafés-concerts: “Alcazar”,
“Folies Bergere”, and “L’Olympia”. Pos-
ter artists created dynamic visual composi-
tions to advertise the fashionable establish-
ments, such as “Le Chat Noir”,
“Ambassadeur”, “Le Mirliton”, “Moulin
Rouge”, “Moulin de la Galette”, and
*““Casino de Paris”. This lavish praise made
life in Montmartre sound like a fairy-tale
world of constant joy. Through their art,
the masters of the advertisement poster
supported the legendary French opera,
comic operetta and the divertissement.

The French public universally ad-
mired the originality of illustrated adver-
tisement, and poster artists were in
demand — and, most importantly, gener-
ously remunerated for their creative work.
In contrast, Victorian English polite socie-
ty despised illustrated advertisement, and
as a consequence it remained the occupa-
tion of craftsmen only. In one of the first
19th-century historical studies of poster

pekiamMa — MHOTOCTpaHWYHAasi UCTOPHUS
KYPHAJIMCTUKY U KHUTOM3AaHus B HoBom
CaeTe, Mpou3BeACHNSI HEMEIIKUX TJIaKa-
TUCTOB KOoHIIa XIX Beka sIBISITUCH aKTUB-
HOM IIpoItaraHaoM KJIaCCUYECKOM OMephI,
OTEUECTBEHHBIX MTPOAYKTOB U HAINUTKOB.
OcHOBHas TeMa MOJbCKUX TJ1aKaToB He-
3aBUCUMO OT TOTO, TTOCBSIIICHBI T OHU
BBICTaBKE, KHUTE WJIK KOHLIEPTY, — HAIIMO-
HaJIbHOE CaMOOIIpeIeIeHUE U IEMOHCTpa-
LIUSI HApOIHOTO camoco3HaHMsl. Kaxnmast
pexJiaMHasi KOMITO3UIIMST XYIOXHUKOB
«Momnomoii INoapmm» — Kapoiss @prrua,
Xenpuka ¥Yzem010, HO3zeda Xoddepa,
Cranucnasa /IeMOMIIKOTO — Hecia HacTpo-
eHue ruMHa “Jeszcze Polska nie zgingta”,
B caMbl¢e JINXUE IS HApO1a FOJIbI CYIIEeCT-
BOBABILIETO KaK I0Ka3aTeIbCTBO MPOTUBO-
CTOSTHUSI UCTOPUYECKUM COOBITUSIM 1 TTO-
JIMTUYECKUM 00cTosITeNIbcTBAM. OOpa3HbIit
SI3IK CUMBOJIOB M MHOCKA3aHUM Mpouc-
XOIWJI U3 HAPOIHBIX JIETEH I, ObLT 3HAKOM
KaxIoMy TTOJISIKY.

Pexnama pasBieyeHMil 1 yBecelu-
TeJIbHBIX 3aBeeHUi Bo PpaHIIy OTpaxKa-
Jla peBaHIIIMCTCKUE HACTPOCHUST O0ILIECTBA
rmocJje mo3opHoro nopaxeHus B 1870 romgy
BO (bpaHKO-TIPYCCKOM BOiTHE. DKOHOMUKA
CTpaHbl, OCBOOOXACHHAS OT MOJIUTUYEC-
KHUX MPpo0JIeM 1 TOCYIapCTBEHHOTO KOHT-
poJist, ObICTpO pa3BuBaiach. Hactynusiiee
BpeMst Mosyunsio HasBaHue Belle Epoque.
DTy «IPEeKpacHYIO 3MOXY» OTIMYaIMA T0-
TOHSI 3a HaCJIaXKIeHUSIMU U BbI3bIBAIOIIICH
POCKOIIIBIO, CTPEMJICHHUE K YTEITUTEIbHBIM
WITIO3USIM, OCBOOOXIABIIMM OT THETa
neiictBuTebHOCTU. C XKaaHOI ITOTPeOHO-
CTBIO OOIIIECTBA B SIPKUX 3pEJIMIIAX U Be-
CeJIOM BPEMSIMPENPOBOXICHUN CBSI3aHO
BO3HUKHOBEHHE OTPOMHOTO YHCJIa PeCTO-
paHOB, Kade-ITaHTaHOB, TaHIIEBaIbHbBIX
3aJ10B. [laprk mproGpes pemnyTalmio CTo-
JIMIIBI POCKOIIIM M BEUHOTO Mpa3IHUKa.

DpaHiry3bl ¢ SHTY3Ma3MOM BCTPETH -
JIM HOBOE SIBJICHME — apTUCTUYECKHUE Kaba-
pe. Bo3HuKkIMe Kak clieHa JUIsl aKTyallb-
HOTO MapuXCKOTO IIaHCOHA, OHU CTaJIk
HE TOJIbKO TUIOIIAAKOM IS XyI0XKEeCTBEH-
HBIX, My3bIKaJIbHBIX, IJIACTUYECKUX U Ipa-
MaTUYECKUX BBICTYIIJICHUM, HO M1 MECTOM
O0ILIEHUsI TTApUXKCKOM GoreMbl, 00pa3oM
JKU3HM 11eJIOTO TOKOJIEHUSI, BOIICIIIETO
B UCTOPMIO KaK «IpaxiaaHe PecITyOIMKU
Mounmaptp». 3ejieHass OKpauWHa ropoja
¢ JEIIeBbIMU JlauyraMM, KBapTUpaMu M
aresibe, MPUIOTUBIIAS KOTIa-TO aKTepPOB
U XYIOXHUKOB, OBICTPO OOXKMBaIach.
[To-nepeBeHCKYU TUXUE W KPUBBIE YIOUKH
MOHMAapPTPCKOTO XOJMa pPaccTpPOUIUCH
U BBIPOCJIIA B PAalOH, KOTOPBIA K KOHILY
XIX Beka mpuoOpes peryTaiun caMoro
MpuBJeKaTeIbHOTO MecTa B [lapuxe.
MoHMapTp ¢ ero 3aBeeHUSIMU YBECEeIH -
TEJLHOTO XapakTepa IpUBIEKaN TYISK,
CTYICHTOB M OOBIBaTEICH, UIITYIIUX OCT-
PBIX OIlIyIIeHUi. My3aMu Becesoro KBap-
Taja CTaJM TaHLOBIIWIIbI, HATYPIIUIIBI,
JlaMBbl TIOJTyCBETa U aKTPUCHI.

Aduira @paHuuu OTpas’uia 3TO
SIBJICHUE JTOBOJBHO KPACOYHO U TOJHO.
Cioxetbl Teopuns CreiiHneHa, AHpU Je
Tynys-Jlotpeka, Anonbda Buiierra, Anek-
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caHmpa I[proHa, TOCBSIIICHHBIC MapX-
CKMM KabaukaMm, TaHL3alaM U Kade-KOoH-
1lepTaM, HaCTOMYMBO 3a3bIBAJIM MTOCETUTE-
JIeli Ha MporpaMMbl MMITPOBU3UPOBAHHO-
ro IIaHCOHA, BBICTYIUICHUM BapbeTe C
3aKUTaTeIbHBIM KaHKaHOM U TTaHTOMM-
MO

PexnamHble tutorpadudeckue amc-
ThI OCTaBWJIM MTOTOMKaM MMEHa 3Be3J1 3C-
Tpaabl MPOIUIOr0, Ha3BaHMS TOMYJSIP-
HBIX TMPOrpaMM MIO3UK-XOJIJIOB M KOH-
LHepTHBIX Kade. B IMHAMUUYHBIX KOMIIO-
3ULIMSIX, OCBSIIIEHHBIX MOIHBIM 3aBe/Ie-
HUSM, 3areyarjeHbl M3BECTHBIE MecTa
nasomMHuyectBa — «Illa Hyap», «Ambac-
camep», «Mupaton», «MyneH Pyx»,
«Mynen ne na Tlanmert», «KasuHo mge
IMTapu». MacTtepa WIIIOCTPUPOBAHHOMI
peKJaMbl TIOIACPKaIM claBy (paHILy3-
CKOIl orepbl, KOMMYECKUX OIEPETT U
nuBepTucMeHTOB. Ku3Hb MoHMapTpa
MepelInaach CIUTOIIHBIM MPa3THUKOM.

B T0 Bpemst kak Bo ®paHLiny TBOp-
YeCcKMe 9KCIePUMEHTHI XYTOXKHUKOB B pe-
KJ1aMe BBI3bIBAJIA OOlIlee BOCXUILICHUE U,
YTO HEMAJOBaXKHO, IIEAPO MOOIIPSUINCH
3aKa34yMKaMu, B AHTJIMU peKiaMa Ipe3u-

pajach 00pa30BaHHBLIM OOILIECTBOM BMK-
TOPUAHCKOI 3MOXU U JUTUTEIbHOE BpeMsi
OblTa yIeJaoM peMmecIeHHMKOB. Yapnas
XaitaTT B ogHOM U3 1iepBbIX B XIX Beke
TPYAOB IO UCTOPUU XYIOKECTBEHHOM pe-
KJIaMbl ¢ HETIOMIETbHOI CKOPOBIO TIHCA:
«MHorue u3 XyIoXHUKOB, OIJISIbIBAIO-
muecsl Ha ycrexu (paHIly3CKMX coOpa-
TheB 10 MCKYCCTBY, W paibl ObLIA Obl
MONMpoOOBaTh CBOM CWJIBI B peKiiaMe, HO
OT 3TOTO IlIara WX yAEP>KUBAJIO HEIPUsI-
THe 00IIeCTBa»>.

B otnuune or @paHumu, MpoLeHT-
HOE COOTHOIIIEHWE peKJIaMbl pa3Biede-
HUI K OOIIEMYy KOJUYECTBY UJUTIOCTPU-
poBaHHO# pekjaMbl B bputanuu ObLIO
HUYTOXHO MajbiM. Yarie Bcero aduinm
MpUIIalliajd Ha TPaAULIMOHHbBIE POXKJIe-
CTBEHCKHE TaHTOMHMMBbI. BakxaHamus
Mpa3nHEBCTB U (DPUBOJBHOCTb MapX-
CKO¥ CLIEHBI ObUTH YY>Kbl BAKTOPUAHCKOM
AHrMu. OCHOBHBIMU LIEHHOCTSIMU JIJIST
KUTeselt ATbOMOHA OCTaBaTMCh JIIOOO3HA-
TEJbHOCTh U 00PAa30BaHHOCTD, MOPSIIOY-
HOCTb U BEPHOCTb HJcalaM, KpPEIKHUe ce-
MeliHbIe TpaauIuu. [JTaBHBIMU TeMaMK aH-
TJIMICKOTO TOCTepa OBbLIN IyTEHIECTBUS
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art, Charles Hiatt sincerely lamented the
plight of English artists: “It will be
observed that the artistic poster was in the
air in England not very long after it began
to develop in France. It does not, however,
seem to have taken so great a hold on
English artists or on the English public as
on the artists and public of France. In
England the artistic poster appears to have
been received coldly or with indifference,
and doubtless many designers who would
have been glad to turn their attention to
the poster were deterred therefrom by lack
of public sympathy.”® Unlike France, in
Britain just a tiny share of illustrated adver-
tisement was devoted to entertainment —
and mostly those were invitations to tradi-
tional Christmas pantomimes. Victorian
England rejected the never-ending whirl-
pool of festivities and the infamous frivoli-
ty of Parisian life. The fundamental British
values remained intellectual curiosity, edu-
cation, sportsmanship and fair play, and
strong traditional family ties. Most British
posters advertised travel and means of
transportation — cruises, the railway sys-
tem, the London Underground, buses and
trams. As they addressed their customers,
the artists chose thoughtful and sensitive
approach to avoid pestering the public or
pushing a product or a service.

Advertising images that worked with-
out fail with Parisians could easily leave
Londoners cold. Quite successful in
France, Jules Chéret’s poster advertising
the popular Mariani Tonic Wine was
rejected by the British public. The tonic
was created by the French chemist Angelo
Mariani and was made from red wine
treated with coca leaves. It was considered
medicinal, had been available in French
pharmacies since the 1870s, and was mar-
keted as a remedy which restored energy
and vitality. The British disapproved of the
lovely, vivacious girl in Chéret’s poster as
vulgar and frivolous. It was indeed hard to
imagine an English lady buying the tonic
for herself so that she could dance and
party through the night; it was quite
impossible to see an English gentleman
purchasing it for his love interest. The idea
of a beer in front of a fire on a cold winter
night was much more pleasing to the
British mind.

“Purely British” advertising art is
well represented by the picture poster
“Rowntree’s Elect Cocoa” by the
Beggarstaff Brothers. It gives us a fascinat-
ing insight into the history of the protes-
tant Quaker movement in Britain. The
members of this religious society wore
plain dress, rejected the pursuit of luxury
and careless mirth. They did not accept
the official church and denounced
inequality; their lack of respect for rank
made them unfit for government service.
However, their well-known honesty,
integrity and discipline gained the respect
of wider society, and many Quakers

3 Hiatt, Charles. Picture posters. London, 1895. P. 204
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became successful lawyers, scientists,
chemists, bankers and businessmen. The
Cadburys, the Frys, the Rowntrees, all
unassuming Quaker families, rejected
“worldly delights” such as fashionable
entertainment, music, dancing, liquor
and tobacco. The Beggarstaff Brothers’
poster attempted to popularise their just
choice of cocoa as a healthy, wholesome
beverage, nourishing and invigorating.
Small confectionaries started to offer the
exotic cocoa — such was the origin of the
world-famous chocolate dynasties.

The phenomenon of the British gen-
tlemen’s club illustrates another charac-
teristic feature of British society — its strict
tradition of appropriate socializing within
the upper-middle class educated and cre-
ative elites. This institution had a signifi-
cant influence on the development of the
nation’s art. Members-only private clubs
reflected the typical British mindset and
stood in stark contrast to the reckless
atmosphere of Parisian artistic cabarets.
The cabarets attracted a diverse clientele
— artists of all kinds mingled with a motley
crowd of bohemians, and artistic commu-
nities came together and were integrated.
In England, with its regimented culture of
appropriate social interactions only within
one’s class, profession or concession, the
gentleman’s club was an essential part of
society, a place of leisure and sanctuary.

The London Sketch Club in Chelsea
(which exists to this day) was founded as a
professional community of elite graphic
artists with its own charter. It had a tradi-
tional card table, a spacious smoking
lounge with Turkish hookah pipes, a first-
class library and a good restaurant. Mem-
bership subscriptions provided ample
funds for many years. Members broke up
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W pa3luyHble BUABI TPaHCIIOPTa, MOp-
CKME KPYyHU3bl, MapHIpyThl XeJIe3HOI0-
POXKHOTO COOOIICHNE, IOHIOHCKAS MO~
3eMKa, aBTOOYChI, TpaMBau. TiaTeJbHO
W JeJIMKAaTHO BBIOMpaJCcsl Crocobd obpa-
IIEHUST K 3pUTENIIO, XyTOXKHUKU M30era-
JIA HA30UJIMBOTO U MNPSIMOJUMHEUHOTO
M300pakeHNsT pEeKIaMUPYEMbIX TOBapOB
W YCTIYT.

PexiamHbie 0Opa3bl, 0€301I1MO0YHO
JIEUCTBYIOIIIME Ha MapyKaH, MOTJIM OCTa-
BUTb PaBHOMYIITHBIMU XuTeneir JIoHmo-
Ha. Tak, HeymauyHbIM OBLI OMBIT TIEPEHO-
ca B MHYIO cpey yCIelHoi Bo PpaHiuu
aduim XKions Llepe, mocBsieHHOI T0-
MNyJIsIpHOMY TOHUKY Mapuanu. Hanutoxk,
COCTaBJIEHHBIN (apMalieBTOM AHXKEI0
MapuaHu U3 KpacCHOTO BUHA U 3KCTpaK-
Ta JINCThEB KOKU, CUMTAJICS (PpaHIly3aMu
1eneoHbIM U ¢ 1870-X rogoB npogaBajics
B anTeKax B KauyecTBE CPEICTBA, CTUMY-
JIMPYIOLIETO KU3HEHHbIe CUJTbl. MUIOBUI-
Hasl «IlIepeTTa» ObLIa OCYK/IeHa aHTJINii-
CKOI MyOJIMKOI 3a BYJIbIapHOCTb U JIer-
KOMBICJTHE.

JIeliCTBUTENbHO, CJIOXKHO IMpeacTa-
BUTH JIEAM, MOKYMalIIyl cebe BHHO,
YTOOBI BECEJIUTHCS O3 yCTaau BCIO HOYb,
el1le HeBEPOSITHEI OBbIIIO OXKUIATh OT IKEH-
TeJIbMEHa MPUOOPETEHUST BeCEISIIETo Ha-
MUATKa Uil cBoeil moapyru. PexiamHble
noctepsl bpuTaHUM MTIOCTPUPYIOT 3a-
MaHUYMBOCTb MBICJIM O KPYKKE TTMBA y Te-
JIOTO oyara B XOJIONHbBIV 3UMHUIA Beyep.

Pexnama OparbeB berrapcraddon
«Bb100p Mucrepa PayHTpu — Kakao» siB-
JISIETCSI CIOXKETOM M3 UCTOPUU ITPOTECTAHT-
CKOTO IBVKEHUS KBakepoB B Benukoopu-
taHuu. [IpeacTaBuTenu 3TOM peIUTrUO3-
HOI OOIIIMHBI HOCUJIU TIPOCTYIO ONEXKILY,
YYXKIAJTUCh POCKOIIM U IITYMHOTO BECEITbSI.
KBakepoB He TNpuBIEKaIu K rocyaapcT-
BEHHOI CTyk0e M3-3a X 0TKa3a MpU3HaTh
o(uLMaNbHYIO 1IEpKOBb U HepaBHOIIpa-
BUe cocjioBuii. OqHAKO BCeM M3BECTHAsI
KBaKepcKasl YeCTHOCTh, HEMOIKYITHOCTh
¥ CaMOAMCIMIUIMHA TOMOTJIA UM 3aciy-
JKWTh JIOBEpUE M YBaxkeHME B 0OIlIEeCTBE,
cTaTh 3HAMEHUTBIMU aIBOKATaAMM, YUEHbI-
MH, apmaiieBTaMu, OaHKUpaMKU U OU3-
HecMeHaMM. B CKpOMHBIX KBaKEpCKUX Ce-
merictBax KonGepu, ®paii u PayHTpu rmom-
JIEPXKUBAIOCh TIPUCYIlee MPOTeCTaHTaM
paBHOIYIINE K MMPCKMM HaclIaxKIeHH-
SIM: MY3bIKa, TAaHIIbI, CITMPTHBIC HATUTKKA
1 KypeHue Tabaka OTBEprajuch HMHU.
PexnamHubiit mocrep 06patbeB berrapcra-
¢ddoB ObLT MpU3BaH MOMYISIPU3UPOBATH
MX CIpaBeUTMBBIN BBIOOP: KaKao — 310-
POBBIM M OE3rpelIHbIi HAITUTOK, MUTa-
TEJIbHBII Y TOHU3UpYIoLIyii. UMeHHO ¢ He-
OOJIBIINX KOHAMTEPCKUX, TIe MOoaaBaIu
3TOT 3K30TUYECKMI TMPOAYKT, Hayajaach
HWCTOPHSI U3BECTHBIX BCEMY MUPY IIIOKO-
JIAAHBIX TUHACTU.

B npakTuke KiyoHOI1 )KM3HU KPOET-
s ele OHA OTJIMYUTEbHAsI OCOOEHHOCTb,
XapakTepHas JUIsi TAITMYHOI OpUTAaHCKOMN
B3bICKATEJIbHOCTH B KYJIBType OOILECHUS
MEXIy TIpeACTaBUTEISIMU TBOPYECKOM
WHTEJUIMTEHIIMM, BIMSBIICH TakXe Ha
pa3BUTHE HALIMOHAJIBLHOTO MCKYCCTBA.
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James PRYDE,
William NICHOLSON
Rowntree’s Elect
Cocoa. 1899
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MHCTUTYT 3aKPBITOTO 3JUTAPHOTO KiIyda
oTBe4YaJl OCOOCHHOCTSIM aHIJIMICKOTO

MEHTAJIUTETa U Pe3KO KOHTPACTUPOBAJ C
0Oeci1adalIHOCThIO MapMKCKNUX apTUCTU-
YecKux Kabape, CIy>KMBIIMX MHTETpaLlui
1 B3aMMOJCHCTBUIO Pa3INYHBIX XyI0XKe-
CTBEHHBIX COOOILIECTB U SIBJISIBIIMXCST 00-
pa3oM XXU3HU TECTPBIX OOTEMHBIX KOM-
nanuii. B CoeqmHeHHOM KOpOJIEBCTBE, IJIe
YOIIOPHBII perJIaMeHT He T0IyCcKa ooI1e-
HUS BHE MPOMEeCCUOHATbHBIX U COCIOB-
HbIX 00bEAUHEHUI, KIYO ObLT HEOThEM-
JIEMOM YacTblO COLMAJIBHON CHUCTEMBI,
LICHTPOM JIOCYTa M OILJIOTOM CYIIIeCTBOBa-
HUS aHTJIMHACKOTO IKEHTIbMEHA.
JloHmoHCcKMIT KiIyO pHCOBaJbIIM-
KOB — COOOIIIeCTBO MPpodheCcCHOHABHOM
SJINTHl JTOHAOHCKUX XYTOXHUKOB-Tpa-
(GUKOB — MMeJ CBOI yCcTaB, TpaAMIIMOH-
HBII UTOPHBIN CTOJ, OOJBIIYIO KYPUTE/Ib-
HYIO KOMHATy C TypeUKHUMH KaJbsHaMH,
OTJINYHYIO OMOJIMOTEKY U XOPOIIYIO KyX-
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H10. [TocTosiHHAs Kacca, OMOJTHSIBIIAsICS
YIEHCKUMHU B3HOCAMU, TTO3BOJIsLIa KITy0-
Homy nomy Yescu GiaromeHCTBOBaTH Ha
MPOTSZKEHUU MHOTHUX JIET. OTae bHast KOM-
MaHUsI SKCLIIEHTPUYHBIX XyTOXXHHUKOB-Ka-
PUKaTypHUCTOB C(hOPMHUPOBAJIACh B CKETY-
Kkiyoe Bokpyr [xxona Xaccima u dannu
Xapau. Oxu nepBbiMU B Bputanuu npo-
(eCcCUOHAIBHO 3aHSUINCh WITIOCTPUPO-
BaHHOM peKJIaMOIi, YTO BO MHOI'OM OIpe-
JIETWIIO XapaKTep M CTWIMCTUKY €€ OCT-
pOTro KapuKaTypHOTO PUCYHKa, B paboTax
KiyoMeHoB Havana XX Beka — Cecuiia
Yapmsza Ongena, Tomaca Jdaynu, ®@pena
Teitnopa u ITenpu bappubana — Hauen
OTpaK€HME 3HAMEHMUTBIM aHTJIMUCKUN
IOMOD.

HcnonHsst CBOI0O OCHOBHYIO (DYHK-
LIMI0 — KOMMEPYECKYIO MporaraHay To-
BapoB U YCIYI, — WJUTIOCTPUPOBaHHAas
pekyiamMa pa3BepHyJIa OObEMHYIO KapTH-
HY TIPOMBIIIIJIEHHOM 3BoMtonMKM EBporbl
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into groups according to the artists’ spe-
cialty, such as water-colourists or car-
toonists. The latter were a separate group
of eccentric artists lead by John Hassall
and Dudley Hardy. This group was the first
one in Britain to work professionally in
graphic advertisement. They approached
poster art as cartoonists, and their sharp
drawing technique determined the charac-
ter and style of their posters. Cecil Charles
Aldin, Thomas Downey, Fred Taylor and
Henry Barryball were all members of the
club, and their work reflected the character
of English humour.

As it fulfilled its principal function of
advertising goods and services, commer-
cial poster art painted a multi-dimension-
al picture of industrial evolution in
Europe and America. The subject matter
of the illustrated placard reflected the
achievements of science and technology,
industrial growth, the rise in the manu-
facture of consumer goods, the emer-
gence of railroad systems, the introduc-
tion of new means of transportation, as
well as modernization of the old ones.

At the end of the 19th century
O’Galop, a cartoonist from Lyon, created
an advertising character for the tyre man-
ufacturer Michelin, a little man made
from tires named “Bibendum”, who
became the symbol of the company. The
“Michelin man” looked a lot like André
Michelin, the inventor and the head of
the firm. Michelin’s new invention, steel-
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studded “‘soled” tyres, was dubbed the
“Michelin sole” for their advertising cam-
paign. The premise of the advertisement
combines two events which were well
known to the cartoonist’s contemporaries,
but today need clarification. An old rival-
ry between traditional French kick-box-
ing, savate, and the English sport of box-
ing was finally brought to a conclusion in
1899 with a decisive victory by a French
fighter who knocked his English rival
down in the sixth round with a kick to the
stomach.

The other event was the Inter-
national Motor Car Race of 1905 which
took place in France under the patronage
of Michelin & Co. The race ended in
a spectacular victory by the French team
which prevailed in the rugged terrain
due to the new Michelin ““soled” tyres.
The advertising placard showed Bib-
endum (André Michelin) perform a clas-
sic French kick-boxing technique, chas-
se, against the company’s main competi-
tor, John Boyd Dunlop, the British man-
ufacturer of inflatable tyres. Bibendum is
wearing solid boots with studded soles as
he expertly kicks Dunlop with his left
foot.

As it echoed all the major events of
the century, the poster reflected the char-
acter of political parties, proclaimed
socialist, democratic and anarchist ideas,
and influenced the fortunes and careers of
politicians and government officials.
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A poster by Jules Grandjouan is an
example of biting political satire directed
at the radical socialists who formed the
French government in 1924. Without the
support of the banking industry, Edouard
Herriot’s cabinet suffered political set-
backs which led to a severe financial crisis.
The cartoon alludes to the anaemic and
conflicting policies of the Herriot govern-
ment — the anti-war line of the “left car-
tel” in Europe did not mix well with the
need for military action in the colonies.

The composition is called “The Blind
Man and the Paralytic”, recalling Jean-
Pierre Florian’s fable about two invalids
trying to help each other get by: “I will
guide you, and you will walk for me”.
Prime Minister Edouard Herriot is holding
on to the leader of the socialist party Léon
Blum, bound by the Geneva Convention to
arms control and reduction. Two beggars
are sitting on the Prime Minister’s shoul-
ders, holding their cups: Henri Philippe
Pétain, Commander-in-Chief of the
French military forces in Morocco, and
Paul Painlevé, President of the Council.

It was not just well-known historical
events, but also long forgotten facts that
are recalled through the advertising poster.
Like an eloquent historical narrative, the
poster reveals many a secret and illustrates
the mentality of the 19th century. To both
the viewer and the art scholar, it offers a
wealth of unique information on the
everyday life and culture of nations.
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1 AMepukiu. B ee croxeTax oTpaxkeHO MHO-
roe: IOCTMXKEHMSI HayKM W TEXHUKH,
Pa3BUTUE TIXKEIOW MHIYCTPUU U JIETKOW
MPOMBIIIIEHHOCTH, POCT (HaOdPUIHOTO
MPOU3BOJCTBA U BOBHUKHOBEHHUE CETH Ke-
JIE3HBIX IOPOT, MOSIBJICHUE HOBBIX TPAHC-
MOPTHBIX CPEACTB M YCOBEPIIEHCTBOBA-
HUE YXe U3BECTHBIX.

B xon1ie XIX Beka KapuKaTypucT 13
JInona O’Tanon co3nan peKJiaMHOTO Tep-
COHaka — IIIMHHOTO YeoBeuka bubenmy-
Ma, CTaBILIero CUMBOJIOM (upMbI “Miche-
lin & Co”. Bo BHemHoctn bubenmyma
OBLIU IIapKUPOBaHbI YepThl AHIpe Mui-
JIeHa, n300peTatesis U raBbl pupMbl. Ho-
BOE€ M300peTeHne (UPMBI — ITPOTEKTOPHI
C METaJUIMYeCKUMU HaboOlKaMU — B PeK-
JJAMHOM KaMITaHUU TIOJyYWJIM Ha3BaHUE
«rogoniBa MuinieHa». B cloxere pekia-
MbI XyIOXHUK CBSI3a] MEXIYy cOoO0Oii aBa
COOBITHSI, XOPOIIIO U3BECTHBIEC €I0 COBPE-
MEHHMKAaM 1 TpeOyoIIre MOSCHEHUS TSI
cerogHsiIHero 3putens. JlaBHee comep-
HUYECTBO JBYX HallMOHAJIbHBIX BUIOB
CIIOPTUBHOI OGOPBLOBI — (PPaHILY3CKOTO
00s1 HOraMM «CaBaT» U aHIJIMICKOIO Ky-
JJayHOTO OOKCa — OBLTO 3aBepilieHO B 1899
roay MoOJHOU TobOemoit ¢paHily3a, cpa-
3UBILIETO YeMNUoHa BenukoOputaHuu Ha
1IECTOM payHJe yIapoM HOTHU B 3KUBOT.

Bropoe cobbiTHE CBA3aHO ¢ Mexmy-
HapoOIHOI aBTOMOOMJIBLHOM TOHKOI 1905
roga, mpoxoauBiieii Bo MpaHuuy mox
natpoHatoM ¢upmbl “Michelin & Co”.
Ona 3aBepiinaach 0€30roBOPOYHON MO-
Oenmoit (hpaHIy3CKUX MalllWH, CIPaBUB-
HIHXCsl ¢ 6e310poKbeM O1aronapsi HOBbIM
LIMHAM-<«II0I0IIBaM». B pexiaMHoi KOM-
no3uiuu bubenaym (Anape MunuieH),
O0YTHII B KpenmKue OOTMHKHU C MeTaJlJIh-
YeCKMMM HaboiKaMu Ha MOJOIIBaxX, Ae-
MOHCTPUPYET KIaCCUUECKUii TpreM paH-
1y3ckoro 6okca. JIoBkoe «Iiacce» JeBoit
HOTOIl HampaBlIeHO MPOTUB OCHOBHOTO
KOHKYpPEHTa — aHIJIMICKOTO MPOU3BOIM-
Tessl HamyBHBIX IMH JIxXoHa boiina laH-
JIona.

OTKJIMKHYBIIKUCH Ha BCE OCHOBHBIE
cOOBITHS BeKa, aduilia oTpa3uiia Xxapak-
Tep Pa3IUYHBIX MOJUTUUYECKUX MapTHid,
MOCTYKUIa PyIOpOM JJIsI UACH coLMain-
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LAVEUGLE ¢

CTOB, COLIMAJ-IeMOKPAaTOB U aHapXu-
CTOB, ChITpajla OTPOMHYIO POJIb B CyabOe
1 Kapbepe OTIAEIbHBIX MOJUTUKOB U TO-
CyIapCTBEHHBIX YNHOBHUKOB.

Tak, nmnakat xynoxxHuka [paHxyaHa
MpeacTaBisieT coOoil 3JIyl0 caTMpy Ha
«JIEeBBII OJJOK» COLIMAIIMCTOB, BO3IJIABUB-
mux B 1924 romy npaButenbcTBO OpaH-
uuu. [Torutuyeckue Heymauu KaOuHeTa
Dayapa Dppuro 0e3 Moaaep kKK 0aHKUPOB
MPUBEJM K KecTovyaiiieMy (hMHaHCOBOMY
KpHU3HCY B cTpaHe. B kapukarype neMoH-
CTpUpyeTCss HaMeK Ha OEeCIOMOIIHOCTb
U TIPOTUBOPEUYNBOCTH MOJIUTUKUA DPPUO —
nanuducTcKasi TMHUS, TTPOBOAMMAST «Kap-
TesieM JIeBbIX» B EBpore, coueTtanack ¢ He-
00XOIMMOCTb BEICHUsI BOCHHBIX JEUCT-
BUI B KOJIOHUSIX.

Ha3zBaHue Xe KOMITO3MIIUM OTChI-
naeT K cioxery 6acuu 2K.-IT.MDiaopuana
«Crerel1 ¥ pacciabJeHHbBIM» O ABYX KaJie-
Kax, BCTYMUBIIMX B COIIAIIEHUE MEX CO-
0o0ii: «Tol 3a MeHs 1AM, 9 3a TeOs TTOM-
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ny». Ha riakarte nmpeMbep-MUHUCTP Dayap
DppUo ACPKUT Juaepa COLMATUCTUYEC-
koii maptun Jleona biioma, cBsiZaHHOTO
pelieHUsIMU 2KeHEeBCKO KOH(pepeHLIMN
10 COKPAIIIEHUIO U OTPaHUYEHUIO BOOPY-
keHuit. Ha meyax mpembep-MUHMCTpA
MPUCTPOUIUCH C OJIOBIHHBIMU KpYXKKa-
MM JIJISI TIOJAsTHUI: KOMaHIYIOLIW (hpaH-
LIy3CKUMM BoiickamMu B MapokkKo AHpu
®uuni I[leteH u npeaceaaresb maaaThl
nemytaroB [lonb [lennese.

He TosbKo M3BECTHBIEC CTPAHMIIBI MC-
TOPUU, HO U JABHO 3a0bIThIE (PaKThI BOC-
KpelrarTcs 0arogaps COXpaHUBIITUMCS
peKJIaMHbIM JicTaM. O6afgaronie Kaye-
CTBOM KPaCHOPEYMBOU UCTOPUYECKOM XpO-
HUKU, OHU OTKPBIBAIOT MHOTHE CEKPEThI
U WUTIOCTPUPYIOT MEHTAJIMTET OOIIeCTBA
XIX cronerus. s 3puteneit u crierma-
JINCTOB OHM SIBJISTFOTCSI OOTaTeMIMM CTpa-
HOBEIYECKMM MaTepuasoM, YHUKaTbHBIM
WCTOUHUKOM CBEICHUI O OBbITE U KYJIBTYpP-
HOM >KU3HU HAPOIOB.

TPETbAKOBCKAA TANEPEA /| THE TRETYAKOV GALLERY #2'2011 57



