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The great authority and prestige of the Art Directors
Club Awards remain unequaled, but not unchallenged. The
need to experiment with the awards was felt by many in the
club, and following the recommendations of our study com-
mittee, we present this year’'s awards in the form presented
in this annual.

With the involvement of all our membership, we will
evaluate the results and continue to change if we feel the
need to strengthen our show.

Elements of our business have criticized the very exist-
ence of award shows. As far as any really good creative man
or woman in our business is concerned, there is no debate.

Historically, award shows, and especially the Art Directors
Ciub of New York’s show, has helped change the climate of
doing work throughout the world. Our show (and book) has
directly changed the advertising business by showing peo-
ple what many of us judge to be the best and most innova-
tive advertising. At last the public knows ours is an industry
filled with bright and creative people—not a business com-
posed of hacks. The form and techniques used in judging
shows can be argued and changed, but the good that our
show has done for the concerned and talented art director
and writer is immeasurable.

This year we inaugurate the Hall of Fame. The first
eight are some of the giants of our craft, innovators and
conceptual thinkers who had to do what they did for any of
us to be the talented art directors and graphic communica-
tors that we are today.



The nomination and election each year of these people
will help to educate and inform not only the young people
entering our business, but we hope will serve as an inspira-
tion to all of us.

We speak of the possibility of elevating what we do to
the form of an art.

These men, and the people that will follow in the Hall
of Fame, have lived their lives as art directors, salesmen,
thinkers, innovators, but most of all, artists. In their hands,
advertising and graphic communication has beenan art form.

In the year of change in the Art Directors Club to one
in which the club is becoming involved in mearingful proj-
ects and work other than the self-aggrandizement of our
craft, we rededicate the club’s activities to the past (our

Hall of Fame), the present (our annual awards show), and
the future (shows such as this year's Making New York
Understandable).

We believe our club has a great future, but only if it
changes in this constantly changing world, to become a club
that becomes meaningful to the young people who are enter-
ing our business, and to those of us who insist that what the
club has done is not enough.
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The Show

Advertising exhibitions have come under increased criti-
cism lately. And with good reason.

There are too many shows and they have overlapping
interests. The same overworked ground is being plowed
again and again. It's no wonder that some agencies have
refused to enter any exhibitions.

This year the Exhibition Committee made a small
start at what should become a major aiteration. The sev-
enty some-odd categories of the show, confusing, redun-
dant, purposeless, were reduced to seven. The distinctive
merit award, which had no clear aim, was eliminated. We
attempted to be more objective by inviting out-of-town
judges to help us.

These are very rudimentary beginnings. More exten-
sive changes will need to be made in order to keep the Art
Directors Show significant in a rapidly altering business
world.

Those who anticipate the unilateral high creativity
of some past shows may be disappointed because the year
or so of economic reversals was a less fertile period for the
creation of fresh advertising. The majority of work entered
in this year’s exhibition was down in some instances. In
spite of this, the judges felt they picked an exciting show
although it may not represent a vintage year.

The economic recession will reverse itself, of course,
and creative fires will burn more brightly. But the exhibi-
tion will need to continue to review its traditional proce-
dures, not under the pressure of adversity, but under the
self-imposed resolve to recognize only excellence and to
reward it, thereby providing a stimuiating beacon for our
industry.

Either that, or we'll become another Edsel.

Car! Fischer

THE EXHIBITION COMMITTEE
Carl Fischer, Chairman
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René Clarke
[1886-1969]




Art directors need not be told that they exercise con-
siderable effect upon the far-flung levels of communication.
This appraisal may not necessarily enjoy the condign public
accord, but it is nonetheless demonstrably true. The art di-
rector, in our contemporary scheme of things, wields virtual
daily power over what and how people see, hear, and, perhaps,
think. Alas, the recognition of this influence has been slow in
coming. For example, looking to the novel as a mirror of
society, one would be hard put to think of any work that casts
an art director as a central character. William Dean Howells,
at the turn of the century, characterized one of the species in
his book "A Hazard of New Fortunes,” but Howells’ creation
would hardly be recognizable by current measurement, save
the length of his hair. Lois Gould, a writer of contemporary
vintage, creates an art director in her book, “Such Good
Friends,” but she manages to keep the fellow in a coma
throughout the entire story; moreover, he is entirely disreputa-
ble, foolish enough to have kept rather self-condemning note-
books. In less imaginative quarters, that respectable tome,
Webster's Biographical Dictionary, includes not one graphic
designer or art director among its 40,000 names of noteworthy
persons. History as well as Heaven knows that our cultural
landscape is well populated with worthy candidates.

If the art director and the related makers of our visual
culture have not received the appropriate professional esteem,
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it may be in some measure due to the youth of the profession.
The Art Director’s Club was founded just a shade over fifty
years ago. A half-century may seem rather formidable to some,
but in the broad hierarchy of professions, it is not a very long
time. The club was formed, as most professional organizations
are, to raise the standards of the profession and to promote
the commonweal. Its first members were a group of artists cum
art directors whose positions, with advertising agencies in
most cases, required that they be practicing artists as well as
caretakers of artistic style. Unhappily, the Art Director’s Club
lacked a permanent chronicler who would keep a running his-
tory of the youthful organization. We have, by good fortune, a
rich oral history of the times, augmented by an imperishable
record of achievement in the volumes of the Art Director’s
Annual. Of the hardy, farseeing band of founding members,
the one name that appears regularly in these volumes—for
good if not overwhelming reason—was that of René Clarke,
then an art director with the estimable agency of Calkins and
Holden. René was the legally adopted name of James A. Clarke,
who found much of his inspiration in the thought and work of
René Vincent, a French artist who was both his colleague and
mentor. Clarke came to Calkins and Holden in 1912 and re-
mained there until 1956.

American advertising in the first decades of this century
was, to say the least, conservative, almost inhibited in its lack

West Virginia Pulp Paper Co, (1925)
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of experimental vigor. American illustration was indentured to
a realistic style, a meticulous depiction of objects that seemed
to preclude any display of imagination. To be sure, the fragile
linear influence of Aubrey Beardsley and his precursors were
in evidence. But even that genre of illustration seemed to have
its energy sapped by a rigid formality. In 1922, in the first
Art Director's Annual, we find our eye regaled by the grace,
imagination and versatility of René Clarke's illustrations and
ads. In this one issue, there is a linear, virtually gossamer
drawing for a paper company ad; a bold strong allegorical
illustration for an insurance company depicting the ravages of
fire; and a strongly oatterned elegant rendition of food for a
salad oil producer. One is particularly struck by Clarke’s mas-
tery when he manages to fit the cold mechanical shape of the
salad oil container into the composition without a hint of
aesthetic dissonance. In that series for Wesson Qil, there was
none of our contemporary razzle-dazzle, no clever double-
entendre designed to spur the mind. The ad stood or fell on the
figure on center stage, and that was the subtle aesthetic wiz-
ardry of René Clarke. As the campaign continued, Clarke was
actively engaged in working on illustrations and ads for a large
number of products. Each of these introduced some special
note that placed Clarke's work distinctly above the visual
platitudes of his ere.

As the years orogressed, Clarke clearly established his
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dominion over his subject and metier. While the predominant
stream of iltustration languished in a non-controversial but
stultifying literalism, Clarke’s work continued to take a new
visual dimension. This was not the frenetic change of our era,
but steady, modest, yet ineluctable extensions of the artist's
vision. A new lyricism evident in his work indicated that Clarke
had begun to feel the transcendent effect of the paintings of
Matisse, Klimt, Demuth, the vorticists and even the futurists.
Clarke, the artist, was but one side of the man. He was also
Clarke, the art director, responsible for both the stylistic direc-
tion and leadership at Calkins and Holden. Walter Geohegan,
a former president of the Art Director’s Club and colleague of
Clarke's, remembers René Clarke as an “aesthetically coura-
geous” man, unselfish in his encouragement of subordinate
artists and designers working with him. Geohegan recalls that
Clarke was not given to petty rivalries and, on a number of
occasions, would readily encourage conceptions for illustra-
tions and ads at the expense of his own.

In 1928 Harvard University recognized Clarke's unique
contribution to American advertising. He was awarded their
distinguished Edward Bok medal for having brought to the field
a dignity and excellence that bespoke a respect for the
American consumer. Clarke received comparable accolades
from his peers. He was the recipient of at least four Art
Director’'s Club gold medals and numerous awards of honor-

Crane & Co. (1924)




able mention for his extraordinary work.

Clarke’s work continued to retain its majestic elegance
even as new visual devices and idioms began to assert them-
selves. René Clarke is not identified with one dramatic
frisson, nor did he create a revolution of vision or thinking.
He was the dedicated art director, the calmly inspired artist
who brought a spirit of uplift to what man does. Paul Smith,
one of the truly eminent figures of contemporary advertising,
said of Clarke, “His work for Wesson Oil, Snowdrift, Rusling
Wood, Hartford Fire, Red Black Starr Trust, Crane Paper, to
name only a few, was head and shoulders above anything done
at the time (or since, for that matter). He brought a fresh eye

Black Starr & Frost Ad (1925)

to the advertising business. And with E. E. Calkins (and their
associates), did much to raise the business to the status of a
profession.”

Clarke worked well past the years that many even hope
to live. He continued to paint, exhibit, and be the vital, in-
gratiating man he had always been until his death in 1969 at
the illustrious age of 83. Clarke was much too modest a search-
er ever to seek fame. He was nonetheless an important builder
of his profession, one who gave it structure and purpose
simply by his uncompromising integrity and the truthful
beauty of what he did. Thus Clarke is honored as he honored
his calling.
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Mehemed Fehmy Agha
(Dr. Agha)



In the halcyon days of 1928, before the great economic
crash that shook the country and the world, magazine pub-
lishing was a considerably less beleaguered business than it
is today. An earlier century's tradition of personal enterprise
was still alive and many publishing companies were imprinted
with the name and style of the founder. Conglomerates and
diversification were decades away and times were such that
even a major publisher-owner could play an active role in the
day-to-day operation of his publications. Among the leading
magazines of the period, Condé Nast's Vogue and Vanity Fair
and, to a lesser degree, House and Garden enjoyed a special
prestige and exerted a pioneering cultural influence. The art
director then, at least within the Nast organization, was known
as art editor. As events in that year would have it, Heyworth
Campbell had resigned his post as art editor, which in the
words of Condé Nast, “he had held so long and filled so well
that | hardly knew where to look for a substitute.” What
started as a search for a “substitute’” was, by good fortune,
to lead to a fundamental change in modern publication de-
sign and the consequent transformation of the role, impor-
tance and contribution of the art director in editorial planning
and organization. Condé Nast’s odyssey took him to London,
Paris and Berlin, where Vogue was publishing its foreign edi-
tions. Finally, in Berlin, he interviewed a young Russian-
Turkish artist with the intriguing oriental name of Mehemed
Fehmy Agha, who had been sent from Paris, where he had been
studio chief at the Vogue headquarters, to work as the designer
of the German Vogue. Nast was impressed by the “order, taste
and invention” of what he had seen in Agha's work. Nast's
humorously self-deprecating report of the interview is en-
joyably descriptive of a time and bygone style; but more
important, it is a candid first snapshot of the thirty-year-old
Agha's captivating intelligence and persuasive personality. In
speaking of similar interviews he had had over the years with
an array of aspirants, Nast recalled, “'| had always in those dis-
cussions analyzed scores of back issues of Vogue, rival pub-
lications and foreign periodicals, in order to expound my
theories, convictions and prejudices in the matter of make-
up. And | had invariably in such séances—and perhaps with
too great an assurance—assumed the role of teacher.” A day
later, Nast announced to his companions-in-quest—Edna
Woolman Chase, Vogue’s doyenne editor, and Frank Crownin-
shield, the much quoted editor of Vanity Fair —that at last the
ideal art director for Vogue had been found. Mrs. Chase, a
woman not easily convinced, asked how Nast was so certain.
Nast's reply was that in Agha he had found a man with whom
he could not assume the role of teacher, “since he had at our
extended interview, assumed that role himself —after relegat-
ing me politely to the dunce’s corner where apparently, he
thought, | really belonged.” Nast took the role reversal in the
appropriate good spirit —at the same time realizing his unusu-
al good fortune in discovering Agha.

Early in 1929, M. F. Agha came to the United States to
assume the art direction at Vogue. It did not take long before it
was clearly evident that M. F. Agha was no ordinary art direc-
tor. Whether it was out of deference to his extraordinary
educational background or because of his impressive personal
style or charisma, he was known and addressed almost from
his first day at the Condé Nast command post as Dr. Agha.

Agha was born in Russia in 1896. His Turkish parents
belonged to a tribe, Frank Crowninshield wrote in 1939, “of
which there are now less than ten thousand members in the
entire world, only one of them, | believe, an art director.” His
education in Czarist Russia included a graduate degree in
economics from the Emperor Peter the Great Polytechnic In-
stitute and earlier training in the arts at the Academy of Fine
Arts in Kiev as well as at other distinguished Russian institutes.
After leaving Russia, he received a special degree in 1923 from
the National School of Modern Oriental Languages at Paris.
Beyond a far reaching cosmopolitanism (he was fluent in
Russian, Turkish, German, French, Greek and English) and a

strong technical and scientific background, Agha was an
accomplished artist, photographer, and typographer. In sum,
he was a man whose erudition and aesthetic sensibilities es-
pecially fitted him for the role of director, teacher and taste-
maker.

The times and the problem at hand demanded a com-
manding figure of no less a happy confluence of qualities.
The Vogue and Vanity Fair of the late twenties, while sophis-
ticated leaders in their respective editorial domains, lagged
rather cheerlessly in matters of visual concept and design.
Whereas its writing and conceptions were sparkling, witty, and
adventurous, the visual vehicle for this bright panoply of con-
tent was tedious and unchallenging. If Agha changed the
course of matters, it was the matter of course that he changed
first. Agha introduced a radically new principle in the con-
ception of modern American publications—that of the
participatory role of the art director at every level. The visual
articulation of a magazine was not to be an act after the
editorial fact; it was, as Agha saw it, an integral function of the
editorial process. As Condé Nast himself was to revise his pre-
conceptions in that Berlin meeting, so Agha by intellect and
achievement was able to shatter the ossified conceptions of
art direction. In transforming the magazines whose artistic
destinies had been placed in his hands, Dr. Agha broadened
and raised the level of art direction. Design was no longer
regarded as a decorative adjunct, or as gifted mechanical skill,
but as an organic function of the modern publication.

Agha immediately broke through the restictive anti-
quarian ideas of page layout, photography and illustration.
A highly imaginative photographer himself, he introduced
many of the illustrious forerunners of modern photography —
Edward Steichen, Cecil Beaton, Hoyningen-Huene, Horst, Carl
Van Vechten, and Charles Sheeler —whose work influenced the
generations that followed. In addition, he created an entirely
new form of fashion art. Artists whose work seemed remotely
distant from the gossamer world of fashion were given the
encouragement of a cultivated far-seeing taste. Willaumez,
Pages and the immortal Carl Ericson (known professionally as
Eric) were only a few of the brilliant draughtsmen whose crea-
tions added genuine lustre to a glimmering world. But it was
not only to that brittle scene that Agha brought innovation.
Vanity Fair, with its wide compass of interests, invaded the
arts, politics, and the social scene. Almost any subject was
fair game for the best writers of the time. Gertrude Stein might
well share an issue with John Gunther, Thomas Wolfe, Lord
Dunsany or Dorothy Parker. Not only did Agha provide that
galaxy of talent with a worthy visual counterpart, but a man of
no mean wit himself, he also fathered the notion of the pic-
torial feature, wherein pictures proved they more than out-
weighed the proverbial thousand words. In the realm of
sociopolitical comment, Agha was the impressario who guided
Miguel Covarrubias, the Mexican artist and archaeologist, into
the world of trenchant satiric commentary. His illustrations
for the legendary “impossible interviews” and numerous
political covers created an editorial point of view that still
nourishes modern artists and publications.

In the Agha reformation, typographic style was puri-
fied. The sans serif type styles of Europe were introduced to
American designers and readers. Agha's strong scientific back-
ground enabled him to work in a highly technical way with
photographers and engravers. He set up and conducted com-
plicated engineering experiments in an effort to give the artist
and photographer a printed page in color that was worthy of
the art that graced it. In that scintillating era, there was also the
teacher-leader side of Agha—the director of people as well as
of magazines. Among those who worked with him in those
Condé Nast days, he is remembered as a man of penetrating
insight, unequaled wit, and at times, like the brilliant chess
player he is, of dazzling intellectual wizardry. His role was to
keep the mold of self-satisfaction from forming and to make
co-workers ever suspect of things shoddy. If his criticism
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stunned, it was to stir the artists and designers about him to
search deeper within themselves for the answers they could
not foresee to graphic problems. Among those who worked
with Agha were Cipe Pineles, William Golden, Tobias Moss.
Most have gone onto a fame of their own.

After ten years with the Condé Nast organization, Agha
was honored by the journal P.M. which was then published by
the typographic house, Composing Room. The entire issue was
devoted to Agha, carrying articles and graphic tributes from
those who were his colleagues. The late William Golden, an-
other distinguished member of the Hall of Fame, wrote a
tribute to Agha which in Golden's own crisp way was an
unusual critical appreciation of the inner man. Golden saw
Agha as a man who was in the grip of an ennui engendered by
his own brilliance. Golden refers to Agha's style of finally
choosing the design of an editorial page and his method of
keeping his subordinates off balance: “This method may, to
some shortsighted people, seem cruel and unjustified, but |
submit that an artist who is suspicious of his own work is more
likely to look for new forms of expression than one that is self-
satisfied. And for sheer productivity this method is un-
equalled.”

Agha continued at Condé Nast until 1943. During his
fourteen years ther2, he had achieved unmatched eminence
and was awarded numerous honors. It was only six years after
his arrival in New Ycrk that he was selected to be the President
of the Art Directors Club.

After leaving the magazine world, Dr. Agha was an ac-
tive graphic and directorial consultant for numerous corpora-
tions, department stores and large publishing companies,
contributing his extraordinary expertise to the solutions of
varied advertising and promotional problems. Yet by reason of
almost cynical disbelief in the permanence of his achieve-
ments, he eschewed any collected exhibition of work, neither
did he welcome a special tribute to his professional contribu-
tion. As William Golden wrote thirty-three years ago, “Me-
hemed Fehmy Agha is an unhappy man. He has learned nearly
all there is to know about the graphic arts, only to discover
that he never liked them in the first place.”

Deeply affected by the death of his wife in 1950, Dr.
Agha steadily reduced his consultant activities and turned to
the myriad pursuits of an intellectually restless mind.

Every discussion or recollection of Dr. Agha in his most
active time is tinged with the most evocative memories: his
wit, urbanity, even his elegant snuff box and railroad man's
handkerchief. Had it not been written two-hundred years
earlier, Buffon's observation “style is the man himself” might
well have been suggested by Mehemed Fehmy Agha.

Unique as he was a personality, Agha was as uncom-
mon an aesthetic presence who transformed his and our time.
He brought an aesthetic acumen that cut through the thickets
of outworn ideas to create a new legibility, a new logic and a
new elegance to printed communication. Above all, he brought
an endless replenishment to the springs of inspiration.




A. M. Cassandre

[1901-1968]



In 1923, a Parisian hurrying by the poster-appliqued
walls and hoardings of his city might have had his eye drawn to
a large horizontal poster. The central image was dramatically
simple: a starkly drawn, well-muscled black figure posed
against a radiant yellow background holds a woodsman'’s axe
upraised to the full length of his rippling arms. The spectator
awaits the woodcutter's coup de grace to a tree held by its final
fibre to a well-hewed stump. Given its strongly allegorical tone,
the poster might have been taken as an exhortation by one of
the revolutionary organizations of the time urging the French
proletariat to fell a symbolic class foe. in point of fact, the
poster’s message was considerably less inflammatory. For just
below the herculean woodsman, the angularly-decorative let-
tering informed the viewing public that the blow to be struck
was a no-nonsense advertisement for Au Bucheron (The Wood-
cutter), a prominent Parisian furniture store. Forthrightly —
even clumsily —lettered at the lower left of the poster was the
name of Adolphe Mouron Cassandre, a young artist-designer
making his first appearance among a select and aesthetically-
tired community of poster designers. if the poster itself did not
proclaim social revolution, its twenty-two-year-old designer
with this initial commercial foray was about to revolutionize
the entire conception and style of poster design and in turn to
institute fundamental changes in the realm of visual communi-
cation. In the ensuing years A.M. Cassandre was to become the
towering figure we now celebrate for this century’s singularly
brilliant achievements in the art of the poster. In the totality of
his professional career, Cassandre worked only a relatively
short time as a poster and graphic designer. But in that rich
period he produced a body of work that remains unmatched
for its unique beauty and impact. Almost five decades later,
after countless visual styles, movements, vogues, and fads, the
lustre of Cassandre’s accomplishments has not dimmed.

The details of Cassandre’s youth are as lean as his work-
ing philosophy. In the classic French tradition, Cassandre was
the non de plume he took for his original name, Adolphe Jean
Marie Mouron. He was born of French parents who resided in
Kharkov, a famed Ukrainian city. In 1915, when only 14 years
old, he had the exceptional blessings of his parents to become
a painter and was sent to Paris to study at the stiffly academic
Ecole Des Beaux Arts. His post-Ecole education included a pe-
riod of study with Lucien Simon at the Academie Julian, fol-
lowed by a period of compulsory military service. Shortly
thereafter he created the Au Bucheron poster, whose inspira-
tion Cassandre modestly maintained sprung from a struggling
artist's effort to support himself. A contemporary, Maximilien
Vox, in his monograph on Cassandre, characterized him in his
mid-career as “a thinker and an engineer, a lover of nature and
a reader of books, such he was then, such he is now. A puritan
in our midst, a worshipper of all things beautiful.” This fortu-
itous combination of qualities can be seen in one way or anoth-
er in almost every one of Cassandre’s magnificent posters. The
leap from the Bucheron poster in 1923 to the succeeding one
for Pi Volo aperitif embraced a quantum jump. This poster,
with its fusion of bird, glass, light and dark forms and its art
deco lettering, demonstrates that Cassandre had assimilated
the revolutionary ideas of shape and interpenetration of form
developed in the cubist and abstract paintings of Gris, Braque,
and Picasso. Barely a year later came the immortal L'Intransi-
geant truck poster. The forceful head and radiating telephonic
lines of its composition created an indestructible image; and
who today would be daring enough to truncate the product's
name as Cassandre did in 1924? In each succeeding year, Cas-
sandre’s posters show an increasing innovation enhanced by
breathtaking execution. Images so seemingly literal and so
directly rendered took on a new dimension. A shipping poster
depicted cargo being hoisted. Railway posters conveyed the
essence of locomotion and the rectilinear purity of tracks. The
magic of these posters lay in their bigger-than-life imagery and
Cassandre's extraordinary sense of the dramatic. Every poster
bore an invention in letter forms, fashioned as an integral part

yet providing a visual bonus—lyrical, playful, geometric or
decorative, but above all never banal. Perhaps in the Cassan-
dre symbology it was the fusion of puritan and thinker that was
preeminent, and in the memorable railway documents, the en-
gineer heightened the alchemy. Who can forget the exquisite
distillation of the 'Etoile Du Nord poster in which the velocity
of the northern express is vivified by the acute perspective of
pristine tracks culminating in a white star—an image that
leaves us listening for the haunting sound of the train’s whistle.
Five years later, the Cassandre oeuvre took on a new poetic
tone. He combined photography and drawing in the now clas-
sic club-car poster for the French Railway System. He also
made us aware, if we did not know, that the engineer in us
need always be tempered by a love of nature. Blaise Cendrars,
a poet and writer of the time when technology had not come
to be the ogre it has in ours, wrote admiringly: “There are the
motorcars, the pullmans, the aeroplanes. The long, sleek sur-
faces, the long surfaces carrying copper and nickel for the
shocks and the curves and aluminum which is the spouse of
speed. . . .” Cassandre's love of nature can be seen in his sur-
realist creations for a series of travel posters. The poster for
Paris in particular was an enchanting evocation of the “city of
light.” But what would a lover of nature, a thinker, a reader of
books be without the gallic wit, the delightful acrobatics of the
thinking process? Like Chaplin's Little Tramp, Cassandre's Du-
bonnet Man, for al! its stripped down formalization, has given
us one of the ever-ingratiating figures of modern poster ico-
nography. Its enduring freshness was evident when Paul Rand
many years later in a series of ads could employ, with the ap-
propriate attribution, Cassandre’s Boulevardier with the same
indelible effect on the American consciousness. In the Dubu-
Dubon-Dubonnet series, Cassandre was the first to sieze upon
a concept that was the patented stock-in-trade of the comic
strip—namely, the action sequence.

If there is a continuum in Cassandre's work, it lies in his
command of the full spectrum of visual styles. Cassandre,
from 1923 to 1939, was a bridge between the modern fine arts
and their contemporary application. His pictorial approach
embraced all styles, ever discriminating that it was the spirit he
consumed and not the corpus. The filtering force was Cassan-
dre's extraordinary intellect, the inordinate appropriateness
and selectivity of his personal vision. Scanning his posters, we
see and feel the aura of surrealism, constructivism, suprema-
tism, cubism and romanticism —the gamut of artistic plural-
ism. But above all we see Cassandre, his magnetic clarity and
faultless grasp of the theatrical moment. The direct aim of his
mind and hand is expressed in one of his guiding dicta, “Know
what to do and learn how to do it.” He almost makes it sound
easy, but Cassandre looked upon himself and his craft with
straightforward surgical accuracy in his description of the
poster artist: “Poster work demands of the painter complete
renunciation. He cannot express himself that way; even if he
could, he has no right to do so. Painting is a self-sufficient
proposition. Not so the poster. A means, a short cut between
trade and the prospective buyer. A kind of telegraph. The post-
er artist is an operator; he does not issue a message, he merely
passes it on. Not one asks for his opinion. He is only expected
to establish a connection, clear, powerful, accurate.”

Cassandre assumed that an indifference to advertising's
message was the natural state of the man in the street. He al-
ways insisted that his posters were meant to be seen by people
who do not try to see them. To enter the private world of the
public consciousness, he claimed he forced his way “not like a
gentleman through the front door with a walking stick, but like
a burglar through the window with a jimmy.” At the same time
while designing his posters, Cassandre had begun to design
several avant-garde type faces. These fonts, derived in good
measure from his imaginative poster lettering, received a
ready sponsorship from the progressive type-founders Deber-
ny and Peignot, names we also recognize from Arts et Métiers
Graphique. The first of these faces, Bifur, appeared in 1929, a




shimmering combination of solid forms and fine parallel lines
whose art deco quality fits much of the design spirit of our
time. Acier followed in 1930, and seven years later his most
prestigious typeface, Peignot, appeared, dedicated to Charles
Peignot, his friend, colleague and patron. Its jaunty assymetry
and unorthodox ascenders bespoke a pre-war elegance that
could only be French.

In 1936, after fifteen continuing years of widespread
prestige and success on the European continent, Cassandre
was asked to come to the United States to apply his extraordi-
nary gifts to a number of commissions. In the following two
years, he produced a stunning series of surrealist covers for
Alexey Brodovitch at Harper's Bazaar. For N.W. Ayer he cre-
ated the unforgettable eye of the Ford posters that will forever
keep us watching for those V8's. Cassandre, if not disen-
chanted, was hardly enthused about poster design as practiced
in the United States and he returned to Paris. About this time,
two earlier events began to exert great influence on his career.
One was the tragic death in 1934 of his friend and colleague
Maurice Moyrand, who with Charles Loupot and Cassandre had
formed Alliance Graphique, their own advertising agency. The
depth of this loss can only be surmised in the pained terseness
of Cassandre’s notes: “1926 met Moyrand. 1934 Moyrand's
death.” In 1934, too, Cassandre produced his first stage de-
sign, creating the sets and costumes for Giradoux's Amphytry-
on 38. That seed flowered into full bloom shortly after he came
back to his beloved Paris. Then the heavy fog of war was begin-
ning to envelop France. Cassandre, the giant of modern poster
design, was never again to favor the world with a product of

NORMANDIE

LE HAVRE — SOUTHAMPTON — NEW-YORH

that side of his genius. After brief military service, Cassandre
devoted himself undeviatingly to new conquests in the theatre.
He designed productions for the full scope of the French the-
atre and even designed an open-air theatre in Aix En-Provence,
as well as the entire production. In this milieu, Cassandre
turned to a lyrical, richly patterned romanticism, the very op-
posite of the brilliant color, incandescent conception and lean
accuracy of his famous posters.

Cassandre died in Paris on June 17, 1968, during the
time of the great French student riots. All too sadly, Cassan-
dre's “man in the street” failed to notice that one of Paris’
most brilliant lights had gone dark. For us, the name of Cas-
sandre shall always be remembered because he brought the
popular poster to its artistic summit.

Railway Poster (1928)

The Launch of the
Normandie Poster (1935)
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Alexey Brodovitch
(1898-1971)



The art of progress is to preserve order
amid change and to preserve change amid order.
A. N. Whitehead
Alexey Brodovitch was born in Russia shortly before the
close of the last century. Some 73 years later he died in the
remote obscurity of a small village in the south of France.
For fifty years of his professional life, most of them in the
United States, he was an artist, graphic designer, art director,
photographer, and teacher; but above all, he was a pervasive
aesthetic presence whose lasting influence was felt through-
out the entire visual arts. Yet it was almost by a spin of fate
that Alexey Brodovitch came to the arts. When only a callow
sixteen, Alexey was caught up in the patriotic wartime fervor
of 1914 Russia and ran off to join the fighting with the Russian
armies. A parental decree aborted that adventure, but in ex-
change Brodovitch was sent to an elite military school from
which he was graduated to become an officer in the Czar’s
Imperial Hussars. Ironically, had it not been for that military
episode in the life of Brodovitch we might very well have been
denied the gift of his extraordinary talents and the affluence of
his special wisdom. For Russia, the glory of the war eventually
tumbled into national agony. Revolutionary zeal replaced
faded national pride. The ensuing social deluge swept up a
wounded Alexey Brodovitch, who with the other members of
his family was finally forced to seek refuge from the tide of
change. The shattered family made its long odyssey to Paris,
which had already become a haven for many Russian refugees.
In contrast to ravaged Russia, Paris was a vibrant center of
artistic movements and experiment. After a brief employment
as a house painter, Brodovitch—still untrained and unskilled
as an artist —found work as a set painter for the Ballet Russe,
which was directed by its illustrious founder, Diaghilev. This
association brought him that much closer to the spirit and
thrust of contemporary artistic thought. It was not long before
he was giving shape to these ideas in fabric designs and lay-
outs for Arts et Métiers Graphiques, a vanguard review of the
graphic arts published by the French typefounders Deberny
and Peignot. Within a few short years, Brodovitch's talents
were to develop rapidly in several directions, finding their
application in everything from drawing to interior design.

The high point of his early career was achieved when
Brodovitch won the coveted first prize in a poster competition
for the Bal Banal. His prestige heightened by this trophy, he
then began to focus on graphic design. For the next five years
Brodovitch designed posters for some of the largest French
companies which, by good fortune, were openly experimental
in matters of graphic design. During this period he also served
as art director for two leading Parisian department stores.
Within the span of ten years, Brodovitch had risen from the
nadir of the disfranchised refugee to a distinguished place in
his new profession. In 1930 he was invited by the Philadelphia
Museum of Art to create an advertising art department in its
museum school. Oddly enough, staid Philadelphia gave birth
to the first of Brodovitch's revolutionary design laboratories,
whose flame of inspiration was carried to other cities and
was to illuminate new pathways of personal vision in the
decades to come. While in Philadelphia, Brodovitch began
actively to resume his role as an advertising designer. Some
of that work was done for N. W. Ayer with Charles Coiner, the
esteemed creative director of the agency.

In 1934, Carmel Snow, the editor of Harper’s Bazaar,
foresaw the genius of Alexey Brodovitch and urged him to be-
come the art director of her magazine. Brodovitch accepted
and remained with Harper’s Bazaar for twenty-five years.
Those years became a veritable Periclean age for the publica-
tion. The magazine's effect on editorial design, style, concep-
tion, taste and visual intellect continues to resonate through-
out the broad compass of editorial design. Brodovitch brought
an entirely new sense of orchestration, scale, pitch, flow, line,
accent and form to the magazine. By then a man of two cul-

tures, he was able to join the maturity and sophistication of
European sensibility with the dynamism of America. To this
end, he introduced many of the best photographers, artists
and designers of the time: Irving Penn, Cartier Bresson,
Christian Bérard, Jean Cocteau, Richard Avedon, A. M.
Cassandre, Felix Topolski and Saul Steinberg—all of whom
enriched the popular culture with their sophisticated vision
of our universe. In his personal aesthetic, Brodovitch lived for
change. Each editorial achievement was a fact, repetition was
banality. Marvin Isreal, a painter and designer who was an
associate of Brodovitch at Bazaar, saw him as a man "Ob-
sessed with change. Each issue had in some way to be unique.
... | think it was a state of perpetual optimism.” Harper’s
Bazaar, in short, became a center for the most fertile minds
in editorial visual communication.

Not long after Brodovitch came to New York, he re-
established his lively design laboratory at the New School.
In addition to his other consuming activities, he functioned
as art director for Saks Fifth Avenue and |. Miller. Many of his
former students served as his assistants under the master’s
unyielding critical standards. There, too, Brodovitch showed
his passion for new visual idioms, creating forms that com-
bined stylistic elegance with ebullience of spirit. In his brief
term as art director, he was able to shake the stores out of their
advertising lassitude and move them away from dreary con-
ventions. Two of Brodovitch's seminal efforts came in 1945
and 1950. The first grew out of the photographic studies of the
Ballet Russe in action he had made over several years. When
these were published in the book “Ballet,” Brodovitch, who
had never been considered seriously as a photographer, had a
galvanic effect on the art of photography. His photographs,
marking a striking departure from literal documentation, con-
veyed a lyrical grasp of movement and motion that in one full
burst extended the range and potential of the camera eye. In
1950 Brodovitch, with Frank Zachary, created a large, sophis-
ticated, elegant and opulently produced magazine entitled
Portfolio. Although two decades have passed since its crea-
tion, Portfolio still retains an exceptional graphic vitality.
That short-lived experiment was one of the unfettered oppor-
tunities for Brodovitch to display his advanced editorial visual
conceptions. Unhappily, the magazine failed after only a few
issues and by commercial standards would be considered only
a succes d'estime. It remains, nonetheless, a watershed effort
in the history of magazine design. The visual invention
demonstrated in Portfolio has never withered and designers
of publications and film makers continue to find it a wellspring
of visual ideas.

(1951)
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Toward the end of the fifties, a series of personal
tragedies began to have a cumulative effect and Brodovitch's
health began to fail. He then turned more of his time to his
personal design laboratory, the extraordinary intellectual
interface that enabled students to find ever new resources
within themselves under his special brand of guidance. Brodo-
vitch, in his retiring manner, never fully considered himself a
teacher. In the same aphoristic way that made his criticism so
penetrating, he summed up his role by saying, “I'm a can-
opener.” Teacher or no, Brodovitch was perhaps the single
most powerful influence on the development of practicing

artists, designers, and photographers of his time, and he left
us an incomparable legacy of living talent. The list of those
who revere him as a teacher reads like an elite who's who.
Irving Penn, Richard Avedon, Art Kane, Henry Wolf, Bruce
Davidson, Steve Frankfurt, and Robert Gage are but a few who
acknowledge their debt to Brodovitch. In 1959, his ultimate
document was the superbly fashioned book “Observations”
which Brodovitch designed in collaboration with Richard
Avedon, whom he regarded as one of his most gifted proteges.
In that book, Truman Capote, assessing Brodovitch as a shaper
and molder of the visual domain, wrote: “He brings a boldness

S0cents - % in London




bordering on revolution, an eye unexcelled, and in educated
terms, a taste for vanguard experiment that has been for
thirty plus years the awe, just possible the making of all who
have ever had the privilege of his guidance.”

As much as we are awed by the grandeur and sweep of
Brodovitch’s versatility, whether it be his magazine pages,
books, posters, ads, typography, photography or interior de-
sign, it is through those who carry forward his teaching that we
can best feel the essence of the Brodovitch era. He inspired a
veritable legion of artists, photographers, and designers who
will always sense the critical eye of Brodovitch, should they
ever lapse into self-satisfaction or mediocrity. The guiding
spirit of Brodovitch is best exemplified in the poignant
description Irving Penn gives of the last meeting with his ailing
friend and teacher. It was in 1966 on the edge of Brodovitch's
departure for France, but let Penn tell it: “He asked me to tell
him about the work | was doing. | spoke of some long-range

experiments. He listened carefully but with already dulled
comprehension and then said: ‘| don’t understand what you are
saying Penn, but | believe in it"."” Brodovitch left the United
States soon after and was never to return.

Only now can we reflect on the good fortune of the
social irony that produced Brodovitch. It was Brodovitch the
Hussar captain whose resistance to a convulsive revolutionary
change that gave birth to the Brodovitch we now know as one
of the partisans in man’s continuing visual revolution.

If change was his spur, it was not to push him into the
spiral of novelty. His search was for higher levels of excellence
and to extend the sensitivity and breadth of our visual knowl-
edge. Thus we honor Alexey Brodovitch because of the largess
with which he has entrusted us. It may well be said of him as it
was of Sir Christopher Wren, “if you seek his monument look
about you.”
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[1903-1969]

Lester Beall




In 1960, after nearly twenty-five years of distinguished
accomplishment as an independent designer, Lester Beall in
a look backward reflected, “It is very difficult for me to
imagine ever having, even on rare occasions, considered
the possibility of working within an established organization.”
It was said without bravado, and Beall hastened to add that the
independent pracfitioner required “a certain kind of personal-
ity.” Beall's views, like his work, were never offhand or
meretricious, and his observations were always thoughtful
and articulate. Apart from these singular personal attributes,
Beall picked up some additional spirit of independence from
his formative years in Chicago. That midwestern city has a
noble tradition of mavericks, having produced a constellation
of people who earned their reputation by struggling against
and triumphing over the conformist tide. Chicago, it is to be
remembered, was where the scattered pieces of the dismem-
bered Bauhaus were put back together and its design beliefs
revived.

Beall was born in Kansas City, but he received his
formal education in Chicago. Curiously enough, it was not as
a designer. Initially, he attended one of the city's technical
schools and from there he went on to the University of Chica-
g0, earning a degree in art history. Beall, however, was able
to make an immediate and successful leap into what was then
the “terra incognita” of graphic design. Doubtless, Beall was
gifted with considerable, if yet unexplored, talent, but the
supporting ingredients were his keen intelligence and a capac-
ity for intellectual inquiry. Beall remained in Chicago until
1935, always working independently, and it was not long be-
fore he began to gain professional recognition. Piror to his
departure from Chicago, he created exhibits and murals for
two large companies participating in the Chicago World Fair
of 1934. That period also marked the first appearances
of his graphic design in an Art Director’s Annual. Two aspects
of that early work created an interesting interaction that Beall
retained throughout his professional life. One side was Beall
the artist, infatuated with the freedom of the artist’s language.
The other side was the designer captivated by the Bauhaus
ideology —absorbed by the discipline of visual engineering.

Chicago was the crucible of Beall’s early development.
In 1935 he moved to New York, whose tradition of modern
art and design offered a stimulating climate of ideas and
sophisticated exchange. In 1937 he designed a complete series
of educational and informational posters for the Rural
Electrification Administration, a New Deal agency. These
posters incorporated new visual ideas developed by Paul Klee,
Herbert Bayer, Kurt Schwitters, Jan Tschichold and others of
the vanguard European schools.

By then, Beall had thoroughly assimilated these ideas
so that they provided only the remote background to his own
personal American idiom. Public and professional reaction to
his work was immediate and completely enthusiastic. The
spectator was instantly gripped by his excitingly different
graphic composition. It was an unconventional design rhetoric
employing contrast and incongruity, scale, bold abstract
shapes, thrusting perspective, a shocking introduction of
punctuation marks and typographic devices. If the cast was
diverse, the plot was sure and the direction disciplined. Each
poster delivered an arresting message. Quickly recognized for
its contribution to contemporary graphic design, Beall’s work
was exhibited in 1937 at the Museum of Modern Art in New
York. Beall demonstrated with these posters that the language
of communication was not necessarily bound to timeworn
clichés and literal conventions. An expanding world of science,
technology, and manufacturing had generaled rising expecta-
tions that called for a new graphic imagery, succinct of state-
ment and visually attuned to the increasing velocity of
American life. Industry and commerce normally slow to re-
spond to rapid changes in the forms of communication, were
uncommonly quick to recognize Beall as a pacemaker. His

special intelligence and unique concepts were vital to the
ramified communication needs of modern industry. Like all
great designers, Beall did not try to impose a fixed style on
each problem. If there was a Beall imprint, it was the mark
of his personality and aesthetic philosophy. Beall recognized
the tenacity of stylistic manner and cautioned that the design-
er, to remain vital and persuasive, must keep his defenses
up. Speaking about this problem he said: “Every designer is
obviously constantly in contact with various and numerous
pressures as well as influences. If he has built up over a period
of years a background of sources that are truly inspirational
although not directly within the field of his endeavor, and if
he tries to maintain an objectivity toward each specific prob-
lem, he will more successfully form a bulwark against these
influences.”

It would have been immensely out of character for
Beall, a most cosmopolitan man, to suggest that the designer
be indifferent to the surrounding world of design or to build
an ideological moat around himself. He further suggested
“... that specific inspiration be derived from somewhat
allied but nevertheless basically remote areas. . .."”

Beall worked in New York City until 1951, designing a
prodigious range of material all forms of graphic communi-
cation —packages, ads, booklets, corporate identity problems,
and exhibitions. After 1951, acknowledging that “the creative
atmosphere is not the same for all men,” Beall sought the
tranquility of his home and farm in Connecticut, fearful, one
suspects, that he would fall victim to the very dangers he
cautioned against. This was neither retirement nor isolation,
for Beall established his complete design studio in this new
environment. He did as he said at the time, “learn to see rather
than just look at things. This is a never-ending process which
the dedicated artist must teach himself.” Removing himself
from the swirling turbulence of New York did not lessen Beall’s
inventiveness or his productivity. He continued to create and
design with his customary urbanity and insight. Some of his
lasting achievements in corporate design were for Chance
Vought, International Paper, and Western Gypsum. Fulfilling
his own adage, “The very way a man lives is directly akin to
his work,” he remained a maverick until his untimely death in
1969 at the age of sixty-six.

In the galaxy of the American graphic design, Lester
Beall holds a special position. He remains for us a pioneer,
one of the experimental visionaries who joined the links of our
chain of knowledge. He saw farther and more daringly at a time
when his contemporaries looked and saw not.

Fifteen years ago, Lester Beall spoke at a conference.
One of his observations then epitomizes the man and the en-
during spirit of his testament: “As graphic designers of today’s
printed page, a long depended upon means of communica-
tion, we should envision ourselves as the inevitable architects
of future revolutionary systems of communication.”

Trade Mark (1950)
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William Golden
(1911-1959)



Greatness, the bard tells us, comes in varying ways —
as a natural inheritance, as a mantle that comes with achieve-
ment, or as some unexpected bolt that falls, even upon the
unworthy, with all the force of a divine command. Modern cor-
porations are prone to identify greatness with soaring pro-
duction charts and favorably balanced profit and loss state-
ments. Only lately have these industrial giants, goaded by
some rather persistent finger pointing and strident voices,
become aware that greatness demands something more than
economic narcissism. Some seem genuinely astounded to dis-
cover that the improvement of life's own quality should fall
within corporate responsibility. By a happy confluence of
people and purpose, a few companies early in their corporate
life considered an aesthetic awareness as much a natural part
of their operating formula as any other business fundamental.

The expansion of “corporate identity or image" pro-
grams does not yet mean that we are levitating toward a
firmament of corporate enlightenment. It does indicate that
the pioneering efforts of a few notable companies have not
been without effect. Those who show only a casual interest in
graphic matters could not help but recognize that the most
consistently enlightened of the forerunners is the Columbia
Broadcasting System.

Long before such catch-phrases as “identity” and
“image” acquired their current glibness, CBS had founded its
corporate lifestyle and aesthetic posture on the bedrock
principles of intelligence, elegance, taste, and even beauty.

William Golden became the corporate art director of
CBS in the late thirties and it was under his personal guidance
that CBS was set on a design course that gave the company a
greatness worthy of its intentions. If during his tenure William
Golden was the perfect art director and tastemaker for this
twentieth-century patron, obversely CBS provided the best
possible matrix for the crackling, challenging intelligence of
a Bill Golden. In this symbiotic atmosphere, Golden created
an impeccable standard in corporate advertising and promo-
tion, establishing a design environment that was as inspiring
as it was intellectual, uncomplicated as it was profound, and
inventive as it was free of cant.

Golden was above all a realist. He had a special disdain
for high flown theories and posturing that did nothing but
obfuscate the clarity of a designer’s vision. A good designer,

he felt, should respect the stubborness of certain facts and-

should design accordingly, not indifferently. He considered
the content of a communication and the inherent logic of a
problem as fixed factors. Redundant as it may sound, Golden
believed the designer should design. If the message is borne
lightly, logically and tastefully, and produced faultlessly, it
will reach eyes, ears and even hearts with a more penetrating
effect. Golden did not suffer fools and their foolishness gladly,
but he remained open to new approaches or new solutions to
old problems. What he did seek was that elusive goal, excel-
lence—one in which that hard beauty of crystal clear thought
was wed with the gossamer inventions of a fanciful spirit.

Bill Golden's training was hard and unromantic. From
his professional background, we detect an interplay of social
and personal forces that clearly left their mark on the way
Golden perceived the designer's function. Golden was born
on New York’s teeming lower east side. His family was a large
one and poor —Bill being the youngest of twelve children.
Nineteen-hundred-eleven was a time when the American dream
may have had more prominence in the public reverie than it
does now, but an art education was not looked upon with any
kind of favor by hard-laboring immigrant families. The ex-
igencies of the times demanded that there was to be a clearly
defined job at the end of the educational tunnel. So, Golden
went to one of the city's schools, bluntly called Vocational
School for Boys. Photoengraving and “commercial design”
constituted the core of the curriculum and there his formal
education ended.

Setting off to California, Golden worked for a litho-
graphic and photoengraving firm, following this by a stint
with the Los Angeles Examiner where he did ad layouts.

Returning to New York, he moved a little higher on the
design ladder, working in the promotion department of the
long since vanished newspaper, The New York American. The
turning point of his career arrived in 1936 when his work
aroused the attention of the distinguished art director and
savant, Dr. M. F. Agha, who was then making his own history
with the Condé Nast publications. The year with Agha was
clearly the catalyst that unlocked the creative wellspring of the
young Golden. Apart from the sophistication garnered from
this extraordinary relationship between an ingenuous appren-
tice and an urbane erudite, world-traveled tastemaker, Golden
learned in practice those lessons that were to become the
keystone of his own practical philosophy. Golden summed
up his debt to Dr. Agha in the simple declaration “. . . [Agha]
forced the people who worked for him to try constantly to sur-
pass themselves.” That simple but demanding method became
the unwavering guideline for Golden himself when he became
the art director of CBS, just three years after he had joined the
company in 1937.

Those who worked with Golden—and the list includes
some of the most distinguished practicing designers and artists
of our times —remember vividly, and never with regret, Gol-
den's clinical analysis of what they thought was their best
effort. If there was a temporary pain of defeat, it was more than
assuaged when the crestfallen found a greater victory in the
second attempt.

A great designer can be remembered for any or all of
many virtues. If there is one strong current that seemed to
bring together Golden’s diverse capacities, it was his uncom-
promising aesthetic honesty. Moreover, for all the stern exer-
cise of his judgments, he possessed great personal and
professional modesty. In working for a company whose very
business was communication, Golden recognized a special
responsibility. No copy writer could slip by a vague thought, a
careless statement or an awkward word. Golden had a keen
appreciation of the written word, respecting its function and
the consequences of its use. That respect carried over into his
typographic design, which was always aglow with elegance and
exquisitely crafted. In the same spirit, Golden sought out the
best image-makers to breathe the power of their sorcery into
the printed page. Who else but a Topolski, with his bravura
style, could capture the panoply and color of the British cor-
onation? Who but a Ben Shahn could depict the poignancy of
the world’s benighted and have-nots? Bill Golden chose well
because he was close to the soul of the artist and every artist
knew that Golden would give his work the best graphic theatre
that could be devised for its performance.

Golden left behind him a tradition of thoroughness. No
detail that contributed to the realization of a total concept was
beneath the designer's concern. To quote Dr. Frank Stanton,
president of CBS and a long-time friend, “Bill believed that the
way to command attention and win approval was not by being
sensational or shrill or obvious, but by being distinguished,
subtle and original.”

In June of 1959, Bill Golden shared the platform with
distinguished scientists and social theorists at the annual
conference on the nature of communication at Aspen, Colora-
do. His speech, entitled “The Visual Environment of Adver-
tising,” was a mode! of efficacy —articulate yet understated.
Here and there it is punctuated with the twitting self-depreca-
tion that assured us that if Golden’s ideas were soaring, he was
still firmly in contact with daily reality. He dealt with the con-
fusion that surrounds the idealist designer in a business world
and was over sympathetic to the pain of designers caught on
the Procrustean bed of commerce and art. An excerpt from
that speech adds some defining brushstrokes to his portrait:
“I happen to believe that the visual environment of advertis-



ing improves each time a designer produces a good design
and in no other way.” And in speaking of prevailing thought,
“We tend to overstate our case in the most complicated
manner, and to confuse the simple purpose of our perfectly
honest, useful little craft with the language of the sociologist,
the psychiatrist, the scientist, the art critic and sometimes
even the mystic. The obvious function of the designer is to
design. His principal talent is to make a simple order out of
many elements. The very act of designing exposes elements
that are inconsistent and‘must obviously be rejected. When he
is in control of these elements, he can usually produce an
acceptable design. When somebody else controls them, the
best he can produce is a counterfeit: that is why at some stage
of his maturity he feels the need to have a voice in the content
itself.”

Later that year Golden died suddenly. That he was only
forty-eight years old cnly deepened the sadness of his death.

Golden was a many-sided man whose contribution as a design-
er who worked waist deep in the swift-flowing stream of
commerce leaves us with an exemplary model for the designer
as well as for the business itself. Dr. Stanton, in his prefatory
tribute to "“The Visual Craft of William Golden,” wrote: "His
was a powerful influence that went out way beyond those of
us who were prodded into doing our best by the very proximity
of his vigorous personality. His influence reached out to
creative forces everywhere, bringing them into new fields.
And, even more important, giving them new standards of
excellence.”

In 1959, the New York Art Directors Club awarded
Bill Golden the Art Director of the Year Award, recognizing
with this final accolade, the greatness he bestowed upon us.
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Paul Rand



The human animal discovered soon after it was perched
up high on the evolutionary ladder that languishing on the
“grunt and point” rung of communications was hardly a suit-
able posture for a sapient species. Eventually, a rather
involved way of saying what had to be said was devised. At
various stages of his advancing sophistication, it seemed as
if man was about to be garroted by the complex strands of his
invention. By inherent good fortune, however, language —
written or spoken—developed a built-in system of popular
reform. Once language begins to drag behind or move out of
step with the man's myriad activities, it has to catch up or suf-
fer the perils of decay. Unfortunately, visual language doesn’t
enjoy the same kind of continuous parental attention. The task
of nourishing our visual rhetoric and communication falls to
artists and designers who, by personal afflatus, are impelled
to take on an imaginative guardianship.

History has been sufficiently beneficent to produce
designers who could meet the existing challenges with ap-
propriately imaginative solutions. Occasionally, history out-
does itself and produces a designer who imparts such startling-
ly new concepts to our visual language that the beneficiaries
of the following decades are blessed with a wealth of visual
idioms.

In 1937, two leading national magazines put their art
directorial trust in the hands of a young designer only twenty-
three years old. The designer was Paul Rand, a former student
at Pratt Institute and Parson’s School of Design, who had also
studied with George Grosz, the celebrated figure of German
expressionism. Rand continued his ministrations at Esquire
and Apparel Arts for four years. Any suspicion that Rand's art
directorship might be a meteoric streak of bright precocity
was abruptly put to rest by a number of astonishing covers he
created for Apparel Arts and particularly for a small magazine
called Direction. Early brightness was quickly recognized as
the harbinger of genuine brilliance. Rand's subsequent work
further established him as a mature designer of first rank and
as an articulate theorist as well, whose ideas would radically
affect the shape and contour of contemporary visual design.

Rand's Apparel Arts covers of the early forties were
primarily collages employing quasi-dadaist ideas and tech-
niques. By utilizing a commonplace object to have more than
its conventional meaning, Rand actually antedated the satire
of the objet trouve-art movement that arose at least two
decades later. His most coherent project was the series of
covers he produced for Direction. Appearing over a period of
several years, these covers had a collective impact that was
revolutionary. Each individual cover was a radically inventive
departure from the prevailing editorial dross. By drawing upon
the creative discoveries of a host of modern art movements,
Rand linked the fine arts with popular graphic application. The
imagination, vitality and quality of those covers probably has
not been equaled by any editorial designer of recent times.
Many of them have become classics. The memorable 1940
cover showing a photograph of a barbed-wire cross ranged
against the casually written tag summed up with extraordinary
poignancy the contradictory aspects of man’s behavior to man.
That interplay of ideas and his abstract use of large letter
forms opened new modes of visual symbolism for all modern
designers. Rand showed that even the simplest of objects given
different contexts bear within them several thicknesses of
meaning. It takes the magic of the designer to seize the con-
cealed and make it apparent and to transform the common-
place into the rare. By illuminating the potential of the graphic
symbol, Rand presented contemporary design with one of its
most functional aesthetic donations.

Rand eventually left the introspective fields of editorial
design to take up the more combative challenges of advertis-
ing. For thirteen years, until 1954, he was the art director (now
called creative director) for the William Weintraub Agency.
Responding to that milieu with its new demands, Rand steadily

broadened the scope of his work. Filmmaking for television
was yet to be the focal advertising medium it is today. The
printed page and the graphic problems of poster, book, promo-
tional and package designs demanded Rand's total attention.
He also taught intermittently at Pratt Institute and Cooper
Union. In 1946 Rand compiled a statement of his personal
observations and philosophy, which was published in a hand-
some book designed by him and titled “Thoughts on Design.”
It remains a lucid exposition of the anatomy of his thought,
paralleling the clarity and directness of his work.

Rand’s originality was as evident in advertising as it
had been in his earlier editorial output. His approach was a
remote cry from the bold word plays and simplistically de-
signed advertising pages that abound today. Yet, oddly enough,
the use of multiple meanings of one symbol as well as the
spirit of iconoclastic wit in today's advertising bear con-
siderable debt to the work of Paul Rand. Rand approached
advertising much like an artist. Virtually every ad bore his
personal stamp. If we can borrow a term from a group of con-
temporary filmmakers, Rand was an “auteur” art director.
Rand searched out the potential graphic wealth that lay in the
selling message itself, employing a host of visual devices to
captivate the reader. And that they did. The playfulness and
witty charm of the Ohrbach’s campaign cleared away the
thickets of convention that had suffocated contemporary
advertising. Particularly in that series, his ability to grasp
the familiar object and convert it into a charming yet com-
manding symbol was at a peak. Each campaign represented a
personal visual journey that called for daring and imagination
to set it apart from the surrounding banality. The Disney hat
ads were exquisitely designed abstractions that kept the reader
endlessly fascinated by the counterpoint between an antique
Brummel figure and an up-to-the-minute chapeau. Each cam-
paign was invested with a special kind of graphic humor. The
hallmarks of his style were the studied casualness of the
Rand script, a light and unselfconscious typography and al-
ways a refined sense of space. The campaigns are legion:
Dubonnet, with its revival of Cassandre's imperishable man;
the Coronet series with Rand’'s anthropomorphic brandy
snifter; the kinetic abandon of the El-Producto cigar boxes
and ads; and the graphic legerdemain of the Kaiser-Frazer
series,

Rand, a scholarly and sensitive typographer, found the
most satisfying outlet for that gift in the numerous books he
designed for sympathetic commercial publishers, were special
patrons who recognized Rand's exceptional typographic
genius.

In 1954 Rand ended the agency phase of his career.
By this time, his abilities had become universally recognized.
A larger aesthetic canvas was needed—one that would give
continuity and dimension to the full scope of his concepts.
This could only be realized by his functioning as an indepen-
dent designer. Rand became the design consultant to numer-
ous large and influential companies—IBM, Westinghouse,
and United Parcel Service, among others. He brought these
companies into a position of graphic esteem, establishing for
them corporate design programs of human proportion. Cor-
porate communication, he has shown, can be socially enrich-
ing if it is intelligently conceived and imaginatively executed.
Because of his exquisite sense of visual symbolism, Rand is
continually called upon to design trademarks for a host of
business enterprises, many of which have become renowned.
Apart from his very active and far-flung design practice, he has
continued his interest in education, occasionally teaching
and lecturing. As a steady and perceptive writer on design, he
continues to expand his list of articles.

Early in Rand'’s career, E. McKnight Kauffer, one of our
acclaimed poster artists, said of Rand in the introduction to
“Thoughts on Design”: “These ‘reflections’ reveal a thought
and by the examples of his work, a practice that is a composite



Thoughts on Design:  Paul Rand

pattern. He does not say one thing and do another nor do one
thing and say another . . . His conceptions (theory) guide his
feelings, and in turn his feelings (sensibility) humanize his
conceptions.”

Because Rand has kept and nourished the faith, we are
that much richer. Design can communicate that much more

because of his additions to our visual language. History, it was
observed earlier, manages to provide us with benefactions and
Paul Rand is one of those special gifts to our time.
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Robert Gage



It is widely agreed that the advertising agency of Doyle
Dane Bernbach was the primary force in changing the face and
direction of contemporary advertising. The agency precipi-
tated this revolution on the threshold of the fifties by intro-
ducing the refreshingly simple concept that a product can be
promoted more gainfully if its advertising is predicated on a
believable human truth, artfully designed and cogently pre-
sented. Prior to the fresh DDB breeze, the advertising com-
munity had heavily relied on statistical research and arch
techniques of graphic design as basic methods for capturing
the public attention. These past twenty or so years have
more than confirmed the clear-sightedness of what is now re-
ferred to as the Doyle Dane Bernbach approach. Although the
agency has grown and prospered, it appears not to have lost
one erg of its youthful energy and enthusiasm. As a result of
its pervasive influence, many of its advertising slogans have
been absorbed into the popular vocabulary and the imagery of
its campaigns have entered the popular culture.

The vision of a “new advertising” was largely the con-
struct of William Bernbach while he was the creative director
of Grey Advertising Agency. By good fortune, Robert Gage, an
art director at the same agency held kindred views and joined
Bernbach as a colleague-in-arms when DDB was launched in
1949. Bernbach and Gage provided an amalgam of concept,
artistry, and sophisticated intuition that was new to the field.
In an address to the Art Directors Club more than a decade
after the formation of Doyle Dane Bernbach, Bernbach sum-
marized the agency’s credo: “It is our belief that there is
nothing more practical to an advertiser than an intuition so
refined by practice that it can provoke a reader to attention
with fresh, imaginative insight, or if you will, ideas. It is our
belief that every other activity in our business is a prelude,
however important, but just a prelude to the final pertormance
which is the ad. That the measure of that performance is its
persuasion and that persuasion is not a science easily learned
like an equation, but an art that can reach inspired heights only
by a deeply personal intuition.”

By the sternest measure of performance, Bob Gage has
been the most glorious of persuaders. A short biographical
note written by Gage, after some thirteen years of inestimable
accomplishment, says succinctly: “Bob Gage, Vice President
and head Art Director of Doyle Dane Bernbach since the day
it opened its doors.” This statement, so spare yet so pithy,
tells us something of Gage’s modesty, his straightforwardness
and his keen sense of economy. His exceptional creativity he
leaves for others to comment upon. One hastens to add that
from “the day it opened its doors,” Doyle Dane Bernbach with
Gage in its artistic forefront has fulfilled the promise of its first
hopeful vision, many times over. Gage's first major foray for
the young agency was the campaign for Ohrbach's high-fashion
minded store with a policy of low popular prices. It was a seed
campaign Bernbach and Gage had inherited from Grey because
of their work on it there. It was also the first demonstration of
the innovative writer/art director dialogue. In one swift stroke,
the age-old and artificial separation between copy and design
was dissolved. While it took a number of ads to shed some of
the typographic affectations of previous Ohrbach's campaigns,
sprightly word and image plays presented in endlessly inven-
tive ways the Ohrbach leitmotif of top fashions at bargain
prices. Gage's ability to put an idea in direct, captivatingly
human terms was exemplified in each successive ad. The series
reached its quintessential climax in 1958 with a design form
that placed an unadorned large photograph in separate but
equal relationship with the copy. This form became a hall-
mark of the agency and has been imitated by the countless
epigones in the advertising field. The brilliant case in point is
the ad that depicts a haughtily attired feline, complete with
cigarette holder, symbolizing a snobbish female who, as the
copy cattily and chattily tells us, is envious that her lower-
status neighbor gets her queenly clothing at Ohrbach's. Gage
brought a sort of “Occam'’s Razor” approach to advertising.

Alluding to his method, he said: “We never resort to visual
tricks to attract a reader's attention. Our creative solution is
derived directly from cold facts about the product itself. This
is fundamental to Doyle Dane Bernbach.” Gage, of course, was
again too retiring to say that cold facts would remain ever
inert without an inspired intuition to transmute them into a
hot advertising concept.

With the Ohrbach’s campaign and its attendant com-
mercial success as a debut, Doyle Dane Bernbach, as well as
Bob Gage, attracted rapid attention from both peers and
clients. A diverse range of advertising problems afforded Gage
broad creative scope and opportunities for greater personal
insight. Where one product required wit and levity to make the
realm of bargain hunting a fanciful amusing adverture, other
campaigns brought out what many feel is Gage's most ingratiat-
ing quality —namely, his abiding humanism. “Bob Gage has the
capacity to make you feel,” Bernbach says, and that sensitivity
to people, the ability to convey in a few strokes the expanse of
human emotion is revealed in the campaigns for Jamaica
tourism and the Polaroid camera. Again, no tricks—simply an
intuitive, perceptive grasp of the essence and even the
nuances of what will enthrall the reader. The tourism series,
with its bold type stretching beyond the boundaries of the page
and its photographic romance with the richly-hued island and
its warm vivacious people, makes the city-dweller virtually

‘smell the intoxicating fragrance of escape. The Polaroid series,

by sharply reducing the words and expanding the picture,
tells everyman he has a modern magic in his hands that can
capture life's wonderous moments forever —as if little people
were bigger than life itself.

Because Gage is so persuasive and his creative me-
chanics so well concealed, there is a tendency not to pay full
tribute to him. One need only remember the Levy's bread
series to see that Gage was, in that campaign, pointing the way
for pop art. Because Gage eschews flamboyance, one can only
savor the subtle invention of his exquisitely devised pages.
Helmut Krone, a Doyle Dane Bernbach colleague and a dis-
tinguished art director in his own right, speaks glowingly of
Gage as a designer: “Whatever you think of in terms of page
design, he has been there. One may fail to notice his contribu-
tions because he doesn't linger with any of his discoveries. He
is a restless adverturer.” Phyllis Robinson, one of the pro-
fession's most prominent copywriters and a collaborator with
Gage on many campaigns dating back to Doyle Dane Bern-
bach's first days, commented on Gage's endless concern with
detail, particularly the appropriateness of the copy: “Is it good
enough?” “Is it surprising?” “Has someone done it before?”
“Have we done it before?” Doubtless, this challenging self-
search reflects Gage's study with Brodovitch at one of his
famous design laboratories where Brodovitch continually im-
pressed his students with the desire to do that which had not
been done before.

With the advent of television as the complete advertis-
ing medium, Gage's rich exploration of the human comedy
found a willing and resonant accomplice. Gage's distinctive
traits of gentle sensibility, lively intelligence and unencum-
bered feel for the pertinent were given greater expanse and
resuited in some of the medium's most memorable and touch-
ing vignettes. It is unlikely that people will forget such master-
pieces as Alka-Seltzer’s uproarious “groom’s first meal” and
the poignant crackerjack series with the famed comedian Jack
Gilford. To call them commercials is to do them an injustice.
This was transcendent advertising. To sell a product is the
indisputable premise of all advertising. But a Gage commercial
does not sell, it convinces.

Awards for Bob Gage and Doyle Dane Bernbach are
legion. At one of the CLIO Award ceremonies where Bob Gage
was honored for his film direction of the Alka-Seltzer and
Crackerjack commercials, William Bernbach, speaking of the
people in his agency, said: “You have to be nice and you have



to be talented. If you're nice, but untalented, we don't need
you. If you're talented, but a bastard, we don't need you. No
one exemplifies the nice and the talented better than Bob
Gage.” Gage is a leader because he is respected as a doer who
is respectful of the best in human communication and because
he is concerned with the professional well-being of his col-
leagues.
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For a short period Gage assumed the post of Doyle Dane
Bernbach's creative director only to find that its administra-
tive demands kept him from the excitement that only immedi-
ate personal contact with an advertising problem or campaign
could give. He has often declined working on prestigious
accounts for lesser assignments so that others could be given
greater opportunities.
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Gage remains a pacesetter in a field where imitation is
hardly intended as a sincere form of flattery. It is a tribute not
alone to his undiminished directorial skill or his adherence to
the original purity of the Doyle Dane Bernbach philosophy;
it is also a heartening reaffirmation of the good and the true.
We live in rapidly shifting times. Some social theorists call it
an acceleration of history, others tell us to gird against future
shock. Advertising, a far reaching arm of commerce, can often
represent the centrifugal spin of our times in its dizziest,

floundering forms. Truth, integrity, quality and dignity are the
frequent casualties of the vertiginous thrust for short range
success. Bob Gage, in his flourishing luminous career, has
never reached for anything less than full dignity and excel-
lence. Now, more than ever, the field needs staunch standards
to which it can repair. Bob Gage, by his work, by his personal
mien, and by his devotion to the best of human worth is the
embodiment of those durable standards. He is thus honored
as the model of a modern art director.

SHE: Just think, our first homecooked meal, dear.
HE: Honey . . . you know I've never seen a dumpling that big.

HE: It was all perfect, just perfect.
SHE: Is it beginning to rain dear?

SHE: | wanted to impress you with something
that would really stick to your ribs.
HE: (SOFTLY) That’s right about where it's stuck dear.

SHE: Let's see, what would you like for tomorrow, dear.
Fish maybe, huh?

SHE: Poached Oysters.

WHAT LOVE DOESN'T CONQUER, ALKA SELTZER WILL.
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BESSIE SMITH EMPTY AED BLUES

PHILIP HAYS

Art Director John Berg
Designer John Berg
Artist Philip Hays
Client Columbia Records




I'd like to buy
the world a home
and furnish it with fove.

Grow apple trees
and honey bees,
and snow white turtle doves.

I'd like to teach
the world to sing
in perfect harmony.

I'd like to buy
the world a Coke
and keep it company.
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Art Director Harvey Gabor
Cameraman Giuseppe Rotummo
Song Writers William Backer
Billy Davis
Roger Cook
Roger Greenaway
TV Director Roberto Malenotti
TV Producer Phil Messina
Production Company Roma Films Service
Agency McCann-Erickson, Inc.
Client Coca-Cola, USA




(MUSIC: ROMANCE THEME)
ANNCR: If the closer he gets . . .

. .. the fatter you look,

get So-lo lowfat milk.

One of the fat fighters from Foremost.
They make the battle

a little easier.

Art Director A. Gig Gonella
Photographer Jerry Omens
Copywriter Patrick Mcinroy
TV Director John Urie
TV Producer A. Gig Gonella
Production Company John Urie & Associates
Agency Dancer-Fitzgerald-Sample, Inc.
Client Foremost Foods Company




(ANNCR): A Volkswagen Campmobile
can take you away from it all.

Away from over crowded hotels
and over priced restaurants

in less than 5 minutes
a Volkswagen Campmobile can turn
into a station wagon

and take you away from it all.

Art Director Roy Grace
Designer Roy Grace
Copywriter John Noble
TV Director Melvin Sokolsky
TV Producer Susan Calhoun
Production Company Directors’ Studio Inc.
ency Doyle Dane Bernbach Inc.
lient Volkswagen of America




(ADULTS SPEAK WITH
CHILDREN'S VOICES):

“l like the Buffalo,

he's in my book."”

“| like the Gor-r-r-r-ilaa".

“What are those monkeys doing?”

(VOICE OVER): “The Baltimore Zoo
for kids of all ages.”

. Art Director Lee Bonner
Photographer Ben Fowke
i Jack Goldenberg

Copywriter
TV Director Lee Bonner
TV Producer Lee Bonner
Production Company Cinemalyptus
Agency Burns Keene Katz Lord and Jefferson
Client The Baltimore Zoo




Art Director
Cameraman
Copywriter

TV Director

TV Producer
Production Company
Agency

Client

They came to England
over 300 years ago.
Three magnificent stallions.

They're remembered

not for the races they won
but for the breed

of horses they started —

the Thoroughbred race horse.

.. till the Thoroughbred
became the fastest animal
in the world.

. . . only the very fastest

sons and daughters of these horses
get to run at Aqueduct

and Belmont Park.

Harvey Gabor

Haskel Wexler

Pacy Markman

Cal Bernstein

Phil Messina

Dove Films

McCann-Erickson, Inc.

The New York Racing Association Inc.




Once upon a time

you picked up an empty bottle

and you got 2¢

And that was incentive enough.

Today, 2¢ doesn't mean too much
and we need another incentive
to pick up our empty bottles.

How's this for an incentive?

We'll be able to tel)

our streets and playgrounds

from our junkyards.

Art Director
Cameraman
Copywriter
TV Director
TV Producers

Production Company
ency
lient

Don Tortoriello

Peter Osis

Pacy Markman

Don Tortoriello

Pacy Markman

Don Tortoriello
E.U.E.
McCanh-Erickson, Inc
Coca-Cola, USA



(ANNOUNCER):

Vietnam,

a game everyone is playing
whether they want to or not.

You play this game
with real American lives.

You play this game
with real American dollars.

Art Director Tony Gill
Photographer Amir Hamed
Copywriter Doug Washburn
Director Fred Petermann
Producer Deed Rossiter




(VOICE OVER):

In Europe

where they've been buying small cars
for more than three generations,

they buy more Fiats than anything else.

More Fiats than Volkswagens.
More Fiats than Renaults.
More Fiats than Volvos.
More Fiats than anything.

Now that America has accepted
the European idea of a small car,
we thought you'd like to know
what the European’s idea

of the best small car is.

After all,

when it comes to small cars,
you can't fool a European.
Fiat. The biggest selling car
in Europe.

Art Director Ralph Ammirati
Designer Ralph Ammirati
Photographer Alan Green
Copywriter Marty Puris
TV Director George Gomes
TV Producers Ralph Ammirati
Marty Puris
Production Company Gomes-Loew, Inc.
ency Carl Ally, Inc.
lient Fiat
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Art Director
Designer
Photographer
Copywriter
Agency
Client

This summer, take avacation
where there's more toshare
than just scenery.

o 5
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9 EASTERN The Wings of Man.

The way vour children
sce the world
depends onwhat you show them.

B EASTERN TheWings of Mun.

Henry Holtzman

Louis Principato

ira Mazer

Curvin O'Rielly

Young & Rubicam International, Inc.
Eastern Air Lines, Inc.



In 1916,when a man came home from a day’s work, hed

In those days what
people didn't know about
TB could fill a cometery.

Men would bring it
home from the factory.

Or their children would
bring it home from school

The discase spread be-
cause sanitary conditions
everywhere, including the
home, were so bad.

That's how much of
Amecrica lived in those days,

died

In 1916, Metropolitan
Life dig somethibg about it.
With help fram The Nation-
al Tubcroudosis Association,
2 modical tedm was organ-
ired to go to a typical sick
wwn 1o try o make it well.

]'h( rmm that mm‘:md

re: TB 1ests were
given. A treatment center
and a children’ health camp
were started. And 1o prevent
TB, people were taught
things shout hygicne they
never knew before. |

The experiment ended
after seven years. And cut
the death rate by 70 percent,
better perhaps than anyone
had ever expected.

Today, organizations
are solving public health

using techni

that were onginated in

oflen bnng homf: somethmg for the whole family. Tuberculosis.
V)

What was just an idea
55 years ago is common
practice today.

u Metropolitan Life

3
Art Director Sy Schreckinger
Designer Sy Schreckinger
Photographer Nick Samardge
Copywriter Laurence Spinner
A%ency Young & Rubicam International, Inc.
ient Metropolitan Life Insurance Co.
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Art Director
Designer
Photographer

Copywriter
Lt
lient

Hundaging beg wounds has always 10 thee first amplets handnge  will both sppreciate s really fast snd
for hig wounds. With cverything you  esy to put on

conild want. Chet the Dermace] Adbwssve

alwmys getling. Liko & good, wide band of adbesive  now Bt vour ki gets another
Every time you changed the band il the way around s it will really stay  scrupe and vou have tomake 2 bandage
agr off camne the seabalong with it A in again

the crving started all over agmin ] abmorbent, cushuony pod Nt e should ever have W hun
Sai wer camme up with @ hig handage d‘i‘uﬁbnﬂdmnm’ld&i the child she kves.

g‘-‘-ﬁm’:-‘;“;-“ o 4 ‘“m".‘.".':w:.'.‘ :::' oy *Inu-]ulnn
The Dermicel Adhesive Bandage.
Easy toput on. Painless to take off.

Arthur Harris

Arthur Harris

Toto

Ellen Perless

Young & Rubicam International, Inc.
Johnson & Johnson




Scott isn’t stupid. But it took a smart teacher

f\

¥

What’s wrong with Scott is
what's wiong with at Icast onc kid
in almost cvery classroom.

Scart has a learning disa-
bility. A perceptual problem.

W he writes, the letters
arc mostly illegible shapes. When
he does his arithmetic, the
answers arc usually incorrect.

If ¥ou wanted to gucss how
many kids have ever had a prob-
lem similar to Scott, you could

to recognize 1t.

start by counting many of the kids
who've dropped out of school.

The sad part is this:

You can correct the problem
if you spot it soon enough. Before
a child has failed and becen frus-
trated and lost his self-confidence.

So in 1969, Mctropolitan
Lifc began showing teachers and
parents how to spot carly signs
of physical disorders that can in-
terferc with a child’ lcarning.

5

Art Director
Designer
Photographer
Copxwriter
gency

Client

We procuced a film called
“Looking at Children; and a com-
panion booklet.

Very often, theyre the first
time a child’s tcachers or parents
cver see “backwardncss” as a disa-
bility that car be corrected.

We'll send the film to your
community group.

Write “Children] Mcetropoti-
tan Life, | Madison Avenue, New
York, N, Y. 10010.

Sy Schreckinger
Sy Schreckinger
Nick Samardge

Curvin O'Rielly

Young & Rubicam International, Inc.
Metropolitan Life Insurance Co.

You may have to wait, cven
with hundreds of prints of the
film in constant circulation.

But the wait is worth it.

To keep a child’s lcarning
disability from becoming a life-
long handicap.

ﬁ Metropolitan Life

We sell life insurance.
But our business is lifc.



This is what Sergio Mazza thinks of plastic.

Sergio Mazza thinks of plastic  pressure-molded fiberglass five At Artemnide we say, “There
as an artist thinks of paint, as a times stronger than conventional is plastic, and there is Artemnide
sculptor thinks of granite: laminated fiberglass furniture. And  plastic”

Plastic to Sergio Mazzaisa has an uncanny resistance to fading, Sit in Sergio Mazza’s chair, and,
medium, a way at the world, a per-  scratches and heat. And is so well you will know what we mean.
sonal statement. thought of it$ included in the Artemide

To the designers of Artemide, permanent collection of the Museum
plastic is an idea that lives. An envi- of Modern Art in New York.
ronment that communicates. You can sec the most complete

We don't have to tell you Sergio line of contemporary fiberglass and
Mazza$ Artemide chair is beautiful: Cycolac ABS furniture in the world

eyes can tell you that. at Moreddi, Simmons Contract
We would like to tell you that  Division or Thonet showrooms.
our new generation Artemide is Or, write for a catalogue to

Moreddi, 734 Grand Avenue, Ridge-
field, New Jersey 07657; Simmons
Contract Division, Merchandise Mart
Chicago, [llinois 60654; or Thonet,
One Park Avenue, N.Y., N.Y. 10016.

6
Art Director Boyd Jacobson
Designer Boyd Jacobson
Photographer Tosh Matsumoto
Copywriter Donald Marowski
Agency Young & Rubicam International, Inc.
Client Simmons Co.



Log Cabin and the kind of Christmas
Americagrew upon.

Chnstmas 1n many different ways.

you is 3 Sandinavian 9
L)nﬂmnhmllyalﬂav-ldﬁu! \ndthal-l
adds W the ghury nf it all
The Lag Cabr brand appeaed in 1887, Just
about the Bme Scandmavinns settied m Amena.
mmmdu‘unlﬂy.lu
tﬂ“ﬂwl’fﬂlh Catsin. one of
at food traditons.
iscivered fs use s 8
Swirled it thev
scrumptious qu!
aung with marvekee. tenpung
cakes. 3

o la
ﬂmn-m.m« Min

I
h-‘C.blunnd 1he Golden Nu"«i(m
m'wxommh.-mlm Combene

apple. 14 pardey. V2tsp
adu saviry and salt. and dash of pepper, mix until
ingredients are m Fa u\'lt)
Jonety with stuffing Truss and place, breast sde up.
mmimnuﬁmp-n Romst at 325° for 1-1/2 hours.
Pour off excess fat, place guoee an bottom
of pan qunil whude aniong and 8 pritatoen.
peeled and quartered. sround grame

Cabin and the Red Cabbage .
Sauté ¥/3 cup chwipped cnion n 12
cup hutter in largte. heavy
@uwrpun Add | head red ibbage.
shredded

Syrup. |
4 t3p. pepper. I!nrumatnl aver,
and simmer about 1-U4 hours ar
until very tendes. Makes abuut $-1/2 cups,
or 8 servings.

ch»-mma the Scandinavian Fruil Soup,
1 packagre (11 ag.) dried nuxed nat,

lmphghx r-:mxandt water
menutes. M mw'-k.

and 1| cup Laog Caben Svrup in ssucrpen,
let S munutes Hang 1o bl stming asnstanty
=Cook 2 minutes kinget. Add 172 leman, thinly slioed.
V4 t3p. dnnanen. and LB tsp.
round o frul nixture, .vmm-u-tnus
nEnukes Rm from heat. sty in tagsoca rextiare
Let stand 20 minutes. Serve hot ar cooled
Makes atwuil 6172 cups ar 8t
2o
LogCabin and the
Apple Flan.
Rell patry fr 2aum &
mnch pee an inch et thn
-mch babang
pan. Line pan with - Suld
edghe under and flute.

necesary, prick with vk, Cool.

Prel and care 5 1bat12 10 14} tar appies, shar abwat
lVImM-\MH’thqWSyn.
and L/81sp. salt t coch of 2

and bring to @ boil. Simmer 2 < hyudqunm
Mmhvlwn‘wlz\ﬂa- 0 7 mimaes,

Cabm s, Too of
Amenon\n 1 hurnn \hlw Lag Caiin

pnrulyuw
mn&zﬂm\'u'rn”n.'
\\'hdmm\h-nl.]'um-n

Americaloves it. Suill,

“Around harvest time,we make this special baste
for the breakfast ham, with Log Cabin syrup?

Harvest tine-
In farm auntry. the sky @ sl navy blue
ind there's a chitt In the aw when a nster qows
time W et up

To reap the harvest of spring and summer,
o big farms and little farms, from one end of this
land to the ather.

{t's warm in the kitchens and soun the gond
smells start to make the very air mouth watenng
A hauvest breakfast, probahty
ane of the most delickius breakfasts ever devieed
by num, is beiny prepared.

1t's 2 soxne that's been repreated
ever since the okd days when we. waran.nhld
farmers and homesteaders.

The Lag Caban brand
hax been around a goud )
part of that time, since 1887, -

o be exact. Making almost
everything it touches
taste even heiter,

Log Cabin stans ot
early. It gues anto the hant
as a haste, hike this:

Log Cabin and the Country Ham Baste,

Pace one ready o cat hain
(abouit 1010 12 1h), fat sde up. on rack in shalliar
raasting pan. Bake u 350°
for 2 hours; pour «ff drippinges. Trimrind frim han).
sure fat. and gamish withwhole coves, if desired.
Measure | cup Log Cabis? Syrugr, s
1/3cupiver ham
Bake another 45 minutes or to an internal temper
ature of 1307 wunnu 1/3cup
Log Cabun &
ham after | rlmuln and after 30 minutex.
Makes 20 10 24 servil

It sweetens lhr rexh cyeamy butter:

Laog Cabin Butter.

Beat | cupwoftened butter and VB tsp
salt with a wooden spun
until smmth. Gradually add 2 cups warmed L
Laog Cabin Syrup. by tablesprams, beating
after each additun until thuroughly blended.
Serve itun bread.
biscuits. or pancikes. Store in refrigeratar
Makes abvitt 3 cups

Even the homemade o

sausages gel dunked in Lag (.ahn Symn

And here's 8 dassic andbectson of bps from
the [og Caban kitchens an how to hake a
cake turn out this
syrumth and golden anct
bicht. no tatter what
Batter recipe yes use. )
Lo Cabin and the Pecfect Fancake.
Heat gnddle slowty over kw or mediun heat.
Spankie it with drops of water, if they “dance?
smidadle Is ready. You needn't grease yriddle of #'s
anouth surfaced and your hatter reape
already contains fat
2 thep. per cup millk used?. i e, use shortening
& non-salty fai of ol Batter can be lumpy
Qi (don't overnix), Far unifurm suse,
use 14 cup measure fir each pancake ur

~ le.
Turn them only anoe — when they re puffed.
full of sl bubbles
and edyes are conked Meanwhile, wann
rhuuthympml~.-nupnnmh

pmncakes warm, by the way. place them between
fulds of warm towel in wann oven.)
The Log Cabrn breakfast. It goes back a
ey way. Lants of things have
vaanged since then. "euple still have bag happy
brrakfusts, but maybe ant quite s often
Even Log Csbin has bren fussed with anxd
changed and added onto
cver the years fir one reasn or anather.
Tuestes change.
for one thing, and Log Cabn has
always bren imade tu suit America’s
taste buds.
1 fuvorite.)

yhody can r!-mrmhrx. the guiden
nich, thack, st sweet-enough taste
of Lag Cabsn has
alwitys been able to tuim a reutine
beeakfast into a i happy time.

The Log Cabin Breakfist.
America grew up on it

7 8
Art Director Georgia Shankle
Designer Georgia Shankle
Photographer Otto Storch
Copywriter Evelyn Lewis
ency Young & Rubicam International, Inc.
lient General Foods Corp.
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Art Director
Designer
Photographer
Copywriter
ency

lient

Log Cabin and the kind of Thanksgiving
Americagrew upon.

d the Pumpkin Pie.
Addd 14 cup Logg Cabin Syrup, 12
packeed b

Log Cabin
e

utes, then bake at 300" jor 25
til firm in center. Conl. Just before
up heavy cream. Blend m
2 r‘al I,q La'lrl -\mp..nd 1 thep. rum, if desired
Spuon onl pee
And last, lndhan podding. One
the earbiest Armerican tradityns

‘.'ﬁdt.abmmdlhlndhn

Scald 3 cups milk in top of
duubie braler Mixanaddituonal |12
cup milk with 12 cup
»scalcbed mill; ook over gently
w water for 30 mmutes, stirring
roradly. Heat 2 egys sightly in 1-1/2.qt. baking

i L \l. when Syrup, 1'4 cup dark
14 tsp. eack cinnamon and gimger
adually stir
an of hot water and hake
arital firm in center

be doubled. use 2 2-12.q1. baking
baking tirme to 1- 14 hours.

ving is quite different now from the wild days
and Log Cabin's
efimed and fussed with over the
changing tastes.
Amernica loves Log Cabin, It the No. 1
best-seller by far foralot of things, but itsrich,
g hden- ansturm and its
wrsweet taste make if

pleasuresof thes time of year

witches the rup in the air
ke Logg Cabsin paart of your Thanks
{the one dary all year you can go
ncakes and syrup
ke roven for dinmer

Georgia Shankle

Georgia Shankle

Otto Storch

Maryelten Flynn

Young & Rublicam International, Inc.
General Foods Corp.




In trying to recapture your youth,
are you losing your dignity ?

Growing vkder is nothing (0 b ashamed of, 11's some At ONhach's we try to make swre you alwiys And the S0 you st Rapren 0 oM 2T wame yh that
fhing everyone dors But some proph: do W more gracefully  Wok thais right for you, whatever yout age. are thirty years 1o young loe yom picase think Eeice ahous
than athers. And th funny (hing . the people @ iry the We @0 tha( by stoghing our sores with thousans of  them.
hardewt 10 hide thea age wsually end up cmphasizing 8 men's fashiom. We have plnty of clothes #uat will make you bk
the most And we price them eudn ubusly kow smart. You don¥ necd soy that will mabe you ok fandih

OHRBACH'S Where you olwoys find the fashion ond the price that's right for you,

o tot 0w 11 Bowat WL Motet § Moner BrvBuy LL o S Amvney Pwmm L Sorges Hor Bopn 05 Samtes Samivug BA Seediage Conm:

10
Art Director Charles Piccirillo
Designer Charles Piccirillo
Photographer Tony Petrucelli
Copywriter Evan Stark
Agency Doyle Dane Bernbach Inc.
Client Ohrbachs
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The New York Telephone Company
doesn't deserve your businesa.

And if they had to compete for it, they
wouldn't get it.

But because they’re a monopoly, they can
charge you high rates for bad service and
get away with it

Because they're a monopoly, they can ig- T™HE ProPLE
nore your complaints and requests and get 4
away with it. Pisisug
Recause they're a monopoly, they can Sqinnt

even confiscate your dimes in pay phones
and get away with it.

And why do they get away with i1?

Because you are only you and they are
Them.

THE NEW YORK TELEPHONFE COMPAN Y111

A lone individual has ro chance against
such & monster.

The only \my to ﬁxhl lnd defeat an o~
e the pany is
with an ormnlmuon ol your own.

An organization of consumers who are
tired of being pushed around and are will-
ing to join together to accomplish some-
thing,

That’s where Grassroots comes In.
Grassroots is & newly formed non-profit
consumer action organization.

Ovur leaders ure men who are substan-
tially experienced in the formation and
follow-thru of mass group uction.

Andour first targetisthe New York
Telephone Company.

We intend to press certain demands 'R
upon the telephone company to make g
them work for you, rather than for
AT&T.

First of all, we will demand, through
the Courts and the Public Service Com-
misaion, that they get no further rate in-
creases until they first improve their atro-
cious service.

Their latest increase request was notonly
the largest in history (29% ), but was actu-
ally delivered with the threat that service
would worsen unless they got it.

We will demand that they open the sale
of at least 51% of New York Telephone
stock to their customers.

Asitnow stands, AT&T owns erery share
of stock in New York Telephone, which
means that paying dividends to AT&T
shareholders (last year that amounted to
$202,700,000) comes before providing serv-
ice to the general public.

We will also demand the addition of 5
Public and Consumer representatives of the
Board of Directors of New York Telephone.

THE NEW YORK TELFPHORL COMPANY

Dotradant
e .

11
Art Director Paul Guliner
Designer Paul Guliner
Photographer Henry Sandbank
Copywriter Evan Stark
ency Doyle Dane Bernbach Inc.

lient Grassroots

At prexent, not one single Board member
represents the public interest.

We will attempt, through the New York
State Legislature, to enact legislation re-
quiring New York Telephone to rdmbum

3 for losses
service failures.

. Under present law, the telephone com-
pany is protected from paying such indem-
mly, even when they areclearly at fault.

will aiso demand that the telephone
company change its billing system so that
each customer can determine exactly how
much he is being charged for each call.

Under their current billing system, you
have no way of verifying whether your bil}
isaccurate or even what thecharges are for,

e list of demands we intend to make
could go on and on, because the list of areas
in which the phone company is deficient is
80 long.

But the purpose of this advertisement is
not merely to lay it on the telephone com-
pany,

1ts main goal is to enlist your aid.

We already have a staff of organizers and
a task force of volunteer lawyers,

But to win this battle we need a lot of
people on our side,

Because that's what it will take to get leg-
islation passed and to make the Public Serv-
ice Commission do its job.

So if you're not happy with New York
Telephone {and who is, besides AT&T?),
Joinus in the battle.

1t enough of us get together, we ¢an ac-
complish & minor miracle.

We can actuaily make the telephone com-
pany answer to us,

PR —
1want tohelp pay for the fight against the 'vhnvw
company.
Sign me up as an:

) $10 Indivsduat Member

$200 Corprrats or Amciation Membes
1 want 1o contribute more.
Enclosed is my check for

} 825 80 Qnon 500
Name
Aditresa. -
Chry Rtale .
Make chack pasble ba

Orgunisers : Richard L. Ottinger, Duaiel £ Butten Sam Brows,
Jubn O'Sultivan, Terry F. Lortner, Wm Michasl KitsmiBer.



In a skid, the thing that can kill you

is your own instinct.

A iittie sand spiied 0N & Mice Ory highway. A spafter
of rain on an oily city street. A patch of giare ico on »
beudge.

You can skud on ail of them Even with brand new
tires Even at 12 mies an hour, And, if you shid. you can
count on your Inshinclive reticses 10 try and murder you.

Bocause your instinct wants the skid to stop So it
tres to mahe you hil your brakes (figueng that beahes
can put 8 $10p to anything).

Your mstingt figures wrong

Hitting your brakes keeps your wheeis trom rolfing
So they re torced 10 heep shding And 8 minor shid can
turn 010 a fatal crash.

When you start 10 shad. forget your inshinct and re

member these rulen

Keep your 100t aft the brake.

11 your caar wheels are siding 10 the fight, steer
@ontly 10 the right uati you feel the lires gripping the
road again, (Don't make any (ast. sharp moves.)

1 your rear wheels siide 10 the left. steer gentiy 1o
the lefl.

1 you must stop pump your br ake pedal with a hard,
rapuh, On-and off aCtion 10 kewp your wheets feom lock
g and shidding even worse

Fimally, it you must drive on a shppery road and your
nshinct tells you that & sudden change of spend or divec-
ton coukd make you skid, obey #. (Your instinct isn't
abways wiong )

Mobil

wgwonlyoub-lve.
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Open season on school children
starts next week.

Next week, just when you're leaving for
work. 2 lot of ffttie kids will be leaving for
their work.

Heading for school. And school busses.
Some of them, for the first time

And some of them will be late. Rushing
hike mad to make up for lost time (just like
you do, sometimes). Not always waiting
for the green light. Or the crossing guard.
Not always looking to see if you're coming
rushing like mad.

So you'll have to do the looking. And

drive more cautiously. Because vacation’s
over for our most treasured and defense
iess living creatures. And for you.

I you see @ moving school bus, get ready
to stop. And, if it stops. you stop. Even it
you're not really near it. You never know
when some little kid might come from no~
where and dash in front of your car to get
to his bus

Make sure he gets to work on time Even
it it means that you won't.

Please.

Drive carefully. We want them to live.

Mobil
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Introducing a crimestopper
so advanced Dick Tracy
doesn’t have it yet.

It should come as no news flash to you

that there’s no one easy way to stop crime.

But it may surprise you to know that a
lot of the job is wrapped up in one man. The
guy whose job it is to get the police to the
scene fast. The police dispatcher.

As the calls come in, he has to track
down the radio car closest to the scene.

And that’s just for openers.

Because next he has to find out if it’s
available.

Drgrrom 8 mde by 1he S sy oleme Prodmris Organd

Art Director

TE Wyivases. "0 thorn 188, Mt

And then get in touch with it by radio.

Which is exactly where our new crime-
stopper comes in. The digicom system from
GTE Sylvania,

Digicom records the availability of all
radio cars on a TV screen down at head-
quarters.

It even records their exact location.
(When the radio patrolman touches a spot
on his digimap, the same spot lights up on
the dispatcher’s duplicate map.)

n Vew, Calll yo0t
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As for the cop on patrol, with digicom
in his car, he can actually run five license
plate checks a minute directly through the
state computer file. And check up on suspi-
cious characters.

Unlike conventional radio, nobody can
listen in, and the channels are never con-
gested. Because digicom doesn’t transmit
voices. It transmits data. Electronically.

Naturally, all of this means a lot to the
police, who need all the help they can get
nowadays.

The copon the spot can make faster de-
cisions, because he’s better informed.

That goes for the dispatcher, too.

But italso meanssomething totheaver-
agecitizen.

Knowing which car to send where can
not only save time, but lives. And at the
very least, can just plain get help to a lot
of people fast.

Of course, the police can't carry digi-
com around with them like Dick Tracy’s
wrist-radio.

Yet.

esrean v el @ tusrTRaREEY

General Telephone & Electronics



A rare photo.
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1949
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“It was the only thing to do after the mule died”’

“hree years back, the Hinsteys of Dora,
Missouri, hod o tough decision to moke.

To buy 0 new mule.

Or invest in 0 used bug.

They weighed the two possibilities.

First there was the problem of the bitter
Ouzark w nters. Tough on 0 warm-blooded
mule. Nct so tough on on air-cooled YW,

Then, whot about the eating habits of

the two contenders? Hay vs. gasoline.

As Mr, Hinsley puts it: 1 get Over eighty
miles out of o dollor’s worth of gos ond |
get where | want 10 go o ot quicker,

Ther there's the road leading 10 their
cobin. Many a mule pulling 0 wagon and
many o conventionol automobile has spent
many an hour stuck In the mud.

Also, o mule needs o barn. A bug doesn’t

‘It sets out there oll coy and the poimt
looks near os good os he doy we got it.’
Finolly, there was mdintenance 10 think
about. When o mule braoks down, there's

only one thing to do: Stoot it,
But if ont when their bug
breaks down the Hinsleys have
0 Volkswagen dealer only two

gollons away
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s 630 PM
Sunday evening
on the beach
at Bay Roc in Montego Bay
And guess
what's about to happen:
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Vacation in a world
where there are no locks on the doors.
Or the mind. Or the body.

18

Everything but the bar and

boutique is absolutcly free

ing

Here we do not impress each other
with our money, our status or our cdothes.

We impress each other with each other.
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Itis good to dance all nightun-  tipping. There are no charges the tennis, and a frank appre-
der a billion billion stars—and ~ (hidden or otherwise) for food  ciation of the good life

still have energy for the picnic or sports or beach chairs Bathing suits are the usual
in the morning. or laughter. apparel. Indoors and out
It is good to meet people and There are three huge French And nobody pushes. If you
not know (or care) about their meals every day. want to do nothing but lie in
status or job or bankroll There is the sailing, and the the sun from gorgeous sunrise
ClubMéditerranée/ scuba diving, and the judo, to glorious sunset, no one will
Martinique. Thereare norad-  and the spearfishing, and the be so crude as to disturb you
ios or newspapers. Thereisno  water skiing, and the yoga, and $130% per week

Flee to a gentle, natural society
where money is useless paper.
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Every month six million women
take a part of me to bed with them:
Trve Story Magazine,

'm Jack Podell, Vice President of
Editorial for Macfadden-Bartell, and
you've just experienced one of the
things that has built True Story into a
success over the years.

A sensational headline that gets you
into a simple story;

And the point Id like to make is that
behind the sensational headlines at
True Story is a serious staff. Some of
the most professional and top notch
peog)le in the magazine business.

<very flashy headline, every
moralistic story, every comma, doesn’t
just happen, it's planned.
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Planned to attract a very specific
audience of women: the backbone of
American consumers, the wife of the
“wage earner”or the “blue -ollar worker.

ver the past few years, we've spent
nearly one million dollars researching
this woman, her emotions her attitudes,
her likes and dislikes.

And with the right kind of editorial
planning, True Story has tecome the
favorite magazine with th.s group of
women.

Our salesmen will tell you the sensa-
tional thing about True Story isn't the
stories, it’s the size of our tnduplicated
audience. There’s virtualty no
other way to reach 6 million women.
And if you want to add ancther 4 million
women to your reach, you can use the
whole Macfadden-Bartell 'Nomen’s
Group: Photoplay, TV Radio Mirror,
Motion Picture, True Conf=ssions,

True Love, True Romance and True
lence.

m no salesman, but I ¢o know that
today True Story has become the“find”
in mediabuys. And our list of advertisers
represents food, fashion, cosmetics,
drugs, housewares, appliances, personal
products, you name it.

If you're an advertiser, maybe you
should start advertising in True Story.

There’s enough room fer all of us
inbed. True Story

Dave Wiseltier

Dave Wiseltier

Harold Krieger

Lew Sherwood

Herbert Arthur Morris Advertising
Bartell Media




There was this Abortionist that did
pretty good for me in Cincinnati, too.

But like all the rest of these
salesmen, he didn't exist in real life

He existed in ads. The ads for
True Story,

I'm Bob Lukas, the Director of
Advertising for True Story. And if
vou're still reading this ad, you can see
how True Story has been intriguing
its readers into the magazine for years

Yet every month six million readers
keep coming back to True Story to
learn about life through thé experiences
of others. And compared to things
like X rated movies, and half the stuff
on TV, our stories are very tame.
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True Story is
it our undug
resd

l' ¥ )

magazine I'] at can rour ||n1|1ym|rﬂan

like True Story
And as far as«

that’s hard to be
Judging by the

in ad pages, advertiser

\\':1|~&In}.{ up to these fac )

When one of our salesme mlk

don't worry. He'll be an open-minded

man who loves his wife \ntl?!’ll

be trying to sell you True Story,

not a woman or dope. Trne Story

efficiency goes,
o hand

I'm not talking about the kind
smoke. "

I'm talking about the kind you sit on
to have a nice picnic.

[fymmnymg'dxmnndymkﬂ
hkcﬁ]mtﬂtﬂ!ﬂdm ad,

Wunﬂwrm&m
m TYINg Lo pat m; on tl
back, but no other magazine in the
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Five women who can easily afford
ny fur coat in the worild
tell why they're proudly weanng fakes.

'on her back. Thew e » truly

AMAMDA BLAKE : “The wearing of any kind of skins
l

ase. Agruinat His whode plan

[1\&'\11 '.‘
FAKE F1

TIMM

8
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Icmaybegetting
easier tolookat
pictures of starving
children. :

ICsnot getting
easiertostarve.

Nine million Pakistani refugees are sitting in the  It's more than the populations of half the countries in
mud near the Indian border — most of them without  the United Nations.
food, medicine or shelter, let alone plumbing. When children were starving during the

Nine million. Nigerio/Biafra crisis, Americans rushed 1o help feed

That's more people than there ore in NewYork City. them.This time,we don't seemto care so much.
wy o

. Maybe the shock has worn off.

But it hasn't worn off for the refugees.They're
hungry and sick and cold. Three month
old bo%)ies are lying on the ground gasping for
breath while their mothers brush the flies off
their bodies. By June they were running out of
wood for cremating the dead.

And now the threat of war is hanging over
i them.

Americans for Childrens Relief was begun
during the Nigerio/Biofra emergency ta help
feed children. A donation of one dollar
to ACR will buy, send and distribute almost
15 pounds of food, medicine,clathing or shelter.

Money can help more than anything.
Ittakes a lot of money.The people fed today
have to be fed again tomorrow. And the day
after.

Please send as much as youcan.
To Cliff Robertson, Chairman of Americans for

Childrens Relief.

Box 4030,Church St.Station, New York, N.Y.10049
1 want to help. Here's my check for $

Name

Address

City State Zip

ACR Is registered with the US Agency for
International Development. All donations are
tax deductible.
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“Please
Mommy,

don’'t burn
me again.’

You hear these stories about parents brutalizing
their children. You read them in the newspapers.
They're shocking. Sickening. But here’s the worst part.

They're true.

You see, illegitimate children aren’t the only ones
who need homes.

If you feel bad thinking about children who don't
have parents, think about the parents some
children have.

And for God’s sake give when United Appeal
comes around.

United Appeal isn't just asking for money.

It's asking for protection and guidance and loving
homes for children.

It’s asking for legs for the crippled. Eyes for the
blind. Companionship for the lonely. Jobs for the
handicapped. Relief for the disaster stricken. A chance
for an exconvict to start again.

Things which only your money can give.

United Appeal helps 44 different agencies in the
Atlanta area. When you give to United Appeal, you
help them all.

When you don’t, somebody gets left out.

And it hurts.

Give once.And forall.UnitedAAppeal
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Columbia practices |
birth control on gas stations.

Driving into Columbia is not like driving into other
cities. The soaring whirling plastic jungle is missing.
Gas stations, for instance. One to a corner is the limit.
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(In other cities they multiply furiously, soon exhaust-
ing the local car supply and starving themselves
to death.)

Stores? They're off the highways, turned awa
from traffic. Their signs are small and tasteful.(When
your customers are strolling by on foot, vou don't need
ten tons of plastic to stop them.)

“In such a non-commercial setting, consumers will
forget to consume!” the prophets warned.

id they warn wrong!

A butcher who was going nowhere in an older city
is doing $190,000 a year in Columbia.

The Sunoco man (910000 gallons last vear) was
working so hard, he was glad to get competition.

Even the hamburger folks, for whom Garishness

A e @Y VT

“Calumbia, Maryland: The new dot on the map.

is next to Godliness, have seen the light. They've
toned down their palaces to fit into Columbia.

So business is beautiful in more ways than one.

If your company is planning a move, by all means
come take a look at booming Columbia.

Call Mal Sherman, collect. at The Rouse Company
{301-730-7700). We'd like nothing better than to put
you up overnight and show you around.

Hetmut Krone
Bruce Haworth
David Langley
Manuel Gonzalez
Gene Case

Case and Krone Inc.
The Rouse Co.




How does a deaf, sightless person know when his phone is ringing?

An ordinary household fan—
just like this one—tells him.

The fan is turned on by the
telephone in the homes of 35 of
our deaf, sightless customers.

So the instant the phone rings,
the fan starts to broadcast a
current of air— letting the
customer know that his phone
IS ringing.

It even “looks” for the
customer by rotating—to send
its silent signal across the
entire room.

This simple little idea is one of dozens we've developed at
Ilinois Bell to help our handicapped customers use their
telephones comfortably and conveniently.

They range from highly sophisticated devices like the electronic
larynx —which permits people with impaired vocal cords to talk,
even over the phone—to special uses of standard equipment.

Like Speakerphones® for people who are paralyzed or bedfast.
And automatic card dialers with braille writing.

We've designed phones that use flashing light signals to transmit
messages for the hard of hearing. And phones that convert sound
signals to vibrations for deaf and sightless customers.

And if a customer has a special problem, our engineers will do
their best to design or devise an effective solution.

But the only way we can solve the problem is if we know about
it. If you know someone who has a physical problem in using the
telephone. please phone our Personal Service Specialist at 727-4421.
And call collect from the suburbs. We want to help. @ llinois Bell

We're a lot more than just talk.
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To find out how two years of religious
riots have affected them. Newsweek
asked 1he schoolchildren of Ulster
10 wrik exsays on the subject.

With startling candos, thay madc
itatl 0o chearihat the sins of the fathers
have alrcady been visited upon the
sons. The mood of hate. fear, and vio-
lence in Northern [reland is so infec
tious that “cven Jesus could hate here?

Insicad of *Cowboys and Indians”
the children of Ulster play “Protes-
1ants and Catholics™ Ofien they play
for keeps.

They make nail bombs; they
squirrel away searet arsenals. Urchins
turned urban guerrillas, they roam
the streets late at night looking for
trouble, Many of them are not yai in
their teens.

British troops patrol nervousty,
aware that al any time the 1aunts of the
children can cscalate into a harrage
of rocks, hombs, and gunfire.

A disgusted shoplaecper says, “Its
sad W see gnmn men held at bay by
wee kids!

“Ulster: The (hukdren of Yioknce?

A revent Newsweek story by copre:

ents Angus Deming and Mar-

vin Kupler A tnghiening siory of the

contamination of hatc, made more

puignant by the words of the children
themschvs.

Its the kind of fresh insgght that
brings nearly 16 milbon people, world-
wide, 10 Newawerk cvery woek.

ewsweek

Gerald, 12-“U 1 were prime min:
ister of northemn Ircland. this is how |
would solve our problems. First 1
wuuld split northern Ircland into o
parts and | would put prodosons on
one side and catholits on the other
sick

Direvd, 1441 would pass a law say:
iny that any Roman Catholic who set
fouton the street tw sart trouble would
e shot instantly and without mercy.
1 would starve them like rats until
there wasn'1 one left In Northern
Ireland”

an enwaronment of concern.
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“He was onc \ . -
kid at home
axl another
inthe strect A
A home. he i
wasstraight- -

nice-manncred. Funning with the afamily. Mg, the prosecutors, the
family. Church on Sundays-well judges, we're all friends. 1 drink

mavhe next Sunday-and school with the prosecutors. | give the

on Monday, somctimes. On the judge a Christmas present, and he
street, he was cool. Six-one and gives me a Christmas present,
sharp: sky-blue suit, brown shirt The defender wants to cop a
and tie, hair growing out in a "Fro plea. Payne wants a trial. “Plead
an inch and a half high. Walking guilty, jackass, you could get ten
that liquid walk-diddybop diddy: to twenty for this.” Payne wants
bop -and talking that languid talk. trial.
Shucking on the corner, jiving So the defender gives it a try
with the chicks, messing with the but the casc goes sour and the
Man. Everybody do something chance of a deal gets sweeter.
wrong sometime. Cool The prosecutor: “1¢s Christ-
“The Peopic vs. Donald Payne.” mas...1 don'twant to hurt the kid
For attempted armed robberyand we thought one-to-five.”
attempted murden, Peter Goldman The judge: “Will he take it?”
wroteit in collaboration with 1en Four and a half months after
Holt. It was the center piece in his arrest Donald Pavne takes it
Newsweek’s special report on jus Sulky sore he cops a plea.
tice in America (March 8, 197 Besides, parole comes up in
A single, painfully typical big eleven months.
city crime and its aftermath, an The People vs. Donald Payne.
archetype of American criminal Just one case in thousands where
justice. the American “system” of justice
Payne is arrested on chance is merely a cynical patchwork of
and the tenacity of twe neighbor- improvisation.
hood cops. He can'’t make bail so The story is high drama. A
he’s jailed. Within 24 hours he very human dimension to a very
lands in “the hold” as 8 trouble major surveyof a national crisis. A
maker. What do vou do there? “Sit Newsweek special. Just ane more
on the toilet, Wait for the food to big reason why nearly 16 mik
come around lion adults,worldwide, choose
A public defender, wise in the Newsweek every week.
folkways of the courts, is assigned

to him. “T'he last thing you wany Newsweek
todois rushtocourt. Youletitride,
Evervbody gets friendly. It’s like
30
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They are the ultimate dropouts. And you find
them by the hundreds up and down U.S. 101 in
California. Its Hippic Highway.

Mr. and Mrs. Middle America, riding by
in their air-conditioned station wagon, shout,
“Go to work, you crecps!”

But work is a bummer. Bad karma. The
closest these kids come to work is when they go
skinny-dipping. And charge the straights five
bucks to watch.

Newsweek’s K arl Fleming wrote the story
(July27,1970),but hardly from the station wagon
point-of-view. Instcad, Fleming grew a three-
week beard, packed a bedroll and disappeared
into the crowd somewhere near Big Sur.

What he found was a place where “weed
is the staple drug, the thing the freaks start the
morning with, and punctuate the day with, the
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way straights use coffec. In between they ‘do’
acid, speed or mescaline”

And if you love your dog, you keep him
stoned too.

A surprising look at a strange world. But
told with an insight no writer could fake if he
hadn’t been there.

Newsweek insists on thisextra measure of
responsible, credible writing that comes on}:
from probing the nooks and crannies of a story.

That’s another thing that separates
Newsweeks 11 columnists, 210 editors and re-
porters, 301 stringers and 15,000,000 readers,
worldwide, from the rest.

Newsweek

Gerald Pfiffner

Karl Fleming

Blake Hunter

N. W. Ayer & Son, Inc.
Newsweek




A lot of young,
conception about foreign drug laws.
enforced as the dry,
And that's wrong.

e have a mis-

think they're not as tighily
i awee;
eally wrong

Drug laws in Europe. south of
our own border and in the East are
a whole lox tougher than oun.

In Mexico, for tunr‘
porsession demands 8 2 10 9 year
sentence. Carrying stuff 1n or out
of the country ut you In jaul
for 6 1o 15 years. That's the law.
And there's 5o way around the law,

Drug arrests of Americans

* sections of this

overeas have jumped 0% unce
last year and nobody can help
Not friends. Or family. Not even
the United Staies government
That's why over 700 Amencan
cruzens are doing ime on drug
charges in foreign jaik.
1f your son or daughter is
touring abroad. iear out the
that a
Mail k. Now, t“n«d fﬂs’."ml
another lecwute. nsed to kaew
that theiv drug lows are a whele lod
thes eurs.
hoomt.

*
Mexico
Posseasion. 2 10 9 yean plus

fnc. Trafficking, 3 10 10
years ptus fine llegal wm-

308 Colonis Cuaukiemorz
Mexico City, Menko
Tei, 311799

Greece

Posscwuon. munimum 2 years
in jail. Trafcking. § 1o 20
years plus fine.

US. Embassy

91 Basilissis Sophia's Bivd
Athens. Greece

Possession. 3 months to |
year.

Penalty depends on quanaty
of drugs involved.

Less than 500 grams. fne
and reicase oo bail unal tal.

Possesuon. up 10 3 yearns.
Law may be changed this
summer demanding increased
penaity.

US. Embassy

Nehiener Avenue

Turkey
Possession. 3 10 1S years.
Trafficking. 10 years 1o fife.

Possession of attempied
sale. 3 years Traffcking 3
0 8 years Persons arrested

Seniences based on amount
of drugs. Recent case in-
voived 600 grama of hashish
Subgect was senlenced 10 2
yean. Deporuation follows
US. Embassy

Canoada

Possession of narcotics (in-
cluding marijuana), up o 7

importation of narcotics {in-
cluding manjusna) into the
country.

US. Embassy

100 Wiltington Street
Ouawa, Canada

Tel. 236-2341

Possctaion of sale, up 1o 19
months and permanent ex-
pulsion from the country.

pon or eapon of drugs. § 10 on drug charges are not K
15 years plus fine. Persons More than 300 eligible for bail. ‘s’,,f,,ﬁf'_?,‘,,“’.m
arresied on drug charges fine plus minmum of 6 U.S. Embassy Stockholm, Sweden
can eapect a mimsmum of & years in Jall Via V. Veneto Tel 63/05/20
1o 12 months pre-trial US. Embasy 119 Rome. lialy
TG Serrano 78 Tel. 4674
US. Embassy Madrid, Spain
Cor, Danubw and Tel. 276- 3000
Pascodelarcfoma

Possession and use. | 10 3
n & menul hospital.

Trafficking. 3 10 15 yean.

US. Embassy

Comniche st Rue Alv

Mreisseh. Beirut. Lebanon

Tel. 112981 33 Bonn-Bad Godeberg 10-5 Akasata |<Chrome Tet. 240800
Bonn, Germa Minaio-Ku. Tokyo
Tel. 02229-195 Tel. 3837141

HEEEN. HESEEsEEENEEeEn

For violation of the Law of
Euphona. fine. imprsonment

US. Embassy US. Embassy years in prison at the dis- or both, up 10 2 yean. at the
Adderty Building 110 Ataturk Bivd, cretion of the judge discretion of the coun.

Nassam, Bahamas Ankara, Turkey Up to Ife imprsonment. The Minisiry of Jusie has
Teb 20181 Tel. 125050 but not lexs than 7 years for announced that foreignen

would be capeiled or de-
ported from the country if
found 1 possession of even
small amounts of hashish
US. Embauy

Dag Hammarskjolds Alte 24
Copenhagen, Denmark

Tel. TRTA 4304

The National Cleannghouse for Drug Abusc tnformation
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France

Possestion. vanies. but less
than for raficking. Min-
imum of 3 10 4 months pre-
tnal confinement. Teaffick-
ing. 1 105 years

U.S. Embasty

19. Rue de Franquevilie
Pans, France

Tel. Anjou 6440

Possession, minimum of 18
months.

US. Embassy

43 Duke Streer

Kingsion. Jamawca

Tet. 26341

Kingdom

Possession of heroin or LSDL
7 yean in prison or a fine
of $1,000. or both,
Posession of Codeimne or
Cannabis. S yean imprison-
ment if indwcted.

US. Embassy

24731 Grosvenor Square
W.1. London. England

Tel. 499-9000



THE MAN WHO ROBBED
THE LIB%‘I'Y TREE MALL BgAANCH

OF THE ESSEX COUNTY
AT 10AM ON THURSDAY, MAY 13.

PLEASE COME IN.
YOUR PICTURES ARE READY.




Baldness. You can probably
stop it by castration.
If that’s too drastic, read on.

By Elliott Nonas, President
The Penthouse for Men

“Age 21. It was beginning

Dut
surely it wouldn’t get worse.”

1 know all about the horror of growing bald
when you're young. I was only 20 when mine
started to go.

I also know all about the sweat of trying to do
something about it. And failing.

Which is why I'm going to tell you just what
you can and cannot do about your hair loss. I
may be able to save you some time, some embar-
rassment and a lot of money. And when I'm
through, I think you'll see why I'm so proud of
The Penthouse for Men and its “Second Head of
Hair."”

THERE ARE NO MIRACLES

The kind of gradual hair loss that most men
suffer from is called Male Pattern Alopecia. Con-
trary to all the old wives' tales you may have
heard, this type of hair loss is inherited and, short
of castration,® incurable. If you have inherited
the dominant, gene for haldness, you've poing to
be hald! No ifs. ands or buts.

So forget the miracles. Massages, special oils,
heat treatments or vigorous brushings may make
you feel good and keep vour remaining hair well
groomed, hut they won®t stop hair loss and they
won t grow hair.”*

But if there aren’t any miracles, there are rem-
edics. For example, there are the unadvertised
surgical transplants. There are the wire and su-
ture implants, much advertised as a “medical
discovery.” And there is hairweaving. I'll be
happy to supply you with documented informa-
tion describing all these processes; how they
work, when they den't, which are phony and
which worthwhile.

Right now, I want to tell you about our own
remedy.
THE SECOND HEAD OF HAIR

This is the Penthouse’s own name for what we
believe to be one of the easiest-to-handle-and-

“It got worse. But I made helieve
I didn’t care. I lied.”

live-with hair replacements in existence todny.

I developed it because 1 felt that no active
male should have to change his life-style in order
to go from bald to not hald. 1 felt that if you had
to give up swimming or dancing or tennis —or if
you had to walk around with the inner fear that
people were staring at you — then the hell with it.
It wasn’t worth it and you were better off to stay
bald.

HOW WE DEVELOPED A SECOND
HEAD OF HAIR THAT YOU SLEEP IN
EVERY NIGHT OF THE WEEK.

The hair replacement industry, believe it or
not, started some 3500 years ago. The Penthouse
Is anly four years old. And yet we've already
thrown out most of the old techniques.

The very first thing we changed was the foun-
dation. Instead of using the standard cloth, silk,
Ince ar vegetable netting, we developed a mod
base of nylon mesh. Light in weight and incred.
ibly strong, it can't stretch, shrink, discolor or
deteriorate. 1t Is water-proof and sweat-proof.
And because it is a mesh which contains any-
where from 5,000 to 10,000 air-holes per base, it
is remarkably cool to wear in any weather.

We refuse to buy hair in 50 or 100 pound lots,
because hair grows old and hrittle. Instead we
buy ounces of the very finest, freshest European
hair, each ounce matched and blended to each
customer. It casts more, but it’s worth it.

We insist on a special base fitting and a color-
match fitting before we hand-tie the hair to the
base, thereby eliminating any chance of error.
And we hand-tic and double-knot every single
strand of hair, And then cut off all the small knot
ends. This prevents tangling.

This painstaking attention to detail makes it
possible to do anything you like in your Second -
Head of Hair. Play ball all day long. Ride in a
convertible. Take the waves in the occan. And
sleep in it every night. No one—not even your
Intimate family —need ever sce you bald again.

“A new look and a new life style.
I should have done it years ago”

“BALDNESS IS A SIGN OF VIRILITY.
AND OTHER FAIRY TALES"

There are dozens of other improvements we've
made (not the least of which is an ingredient
called “‘compassion”) and so much more to tell
you. Come up to see us. We'll show you a 15
minute color fitm that will prove all that we've
said in this ad and more. We'll give you our new
booklet, “Baldness 1s a Sign of Virility and Other
Fairy Tales” and put your name on our mailing
list of The Penthouse Papers, a quarterly news-
letter we publish. All this at absolutely no obli-
gation on your part, whatsoever. Call us for an
appointment today.

Or, if you prefer, we'll send you the literature.
Just mail the coupon together with $1, which
we'll give back to you whenever you visit us in
person. (We must do this to eliminate the prac.
tical jokers who send us false names.) But do it
now. Before you get a day balder
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! The Penthouse for Men

| 14 East 56 St New York, N. . 10022

H 1, too, think the subject of haldness should

I be treated factually, honestly and with dig-

1 nity. Please send me your booklet, includ-

) ing the report on other hair replacement

' methods, and place my name on the mailing

| list to receive The Penthouse Papers. | en-
close £1, in check or money order, which

I win be returned to me any time | make

I a personal appearance at the Penthouse.

| There is no obligation on my part to pur-

: chase anything.

|

1

i

t

|

i

MY NAME 1S,

{Please print carefully)

ADDRESS

B T P P ——

L e T

The Penthouse For Men, 14 East 56th Street, New York, New York 10022, PLaza 2-6140

A Division of Amorn Industries, Inc. Open Tuesday thru Saturday 9-6. Closed Mondays.

34
Art Director Norman Tanen
Designer Norman Tanen
Photographer Tasso Vendikos
Copywriter Elliott Nonas
Agency Elliott Nonas Advertising
Client Penthouse for Men



problem for people

rtonthe dru

o

think abad trip isdriving in
a Rochester snowstorm.

You're aware of &

You have wons on i,

But chances are, you've never experenced the diug
problem tirst hand.

You've nawy dropped acky, shoi-speed, of tred 10
ramse $200 a day because you're hooked on horse

It's hard ta tackle a probiesn you haven't expefienced

It's anothes workt

But your kds are growmng up in that_worid,

So you'd better gel a handie on 1,

Your Republican County, Cly. Town, and Village
governmente. intend 1o help you

That's what 1his report s all about.

So what's the big problem?
The brggest probiem in cormung 10 grips with the drug
problem @ that it 80’1 & problem
it's a flocko! problems: Medicat probiems, legal prob-
lems, aducational problems, psychologe.al problems
socologeal problems, And more.
Your Repubbcan admimstrations
these probkans in a varety of ways
in some areas. the going 16 slow
In others, we'te making Progress

are workng on

What you don't know can hurt you.
1. Dt s HSONa of tarmily

# you have @ p

'. a;d want heip of advice, you can call

drug proble
275.4445 twenty-tour hours a day seven weel
Tius crisis pone sefvice operated by the rtment

of ‘Psychialry at the Unversity ot Rochester, provides
more than miormation —t provides understanding
2. Dw you' know Ihat tosty-sex ditferent agencies in
Monroe Coanty provide sennces dealing with alcoho!
and trug probiems? These agencies are Iisted in a
S fectory which can be of greal value 10 lamilies
or ndvitua’s neeamg help, For your tree copy, send
r name and address 1o Dr, Harold C. Miles Director of
111 Westialt Ra , Rochester, N Y. 14620
g v know that Repubtican  admin
stration nas apphed tor funds 1o expand its drug abuse
programsiar tessdential and outpatient taciibes as well
as educalhonal services tor chikiren and for an
expanded County-endorsed neighborhood program
sponsored and run by FIGHT? And more?

Va Heal:
3. Da

The hard crug problem: How big is #t?
We don't anow for sure
One source nchcates that there are 1,000 hard core

he n Monroe County.

]
nOtt w.oul 2
$200-a-day hatuts

Betore 1965.the Peychiatr it of Monroe Community
tat trealad four o five, AODKCTS @ year: last ye

) § 8
1 !
with ‘danger.  danger hom the Cramnal lengths he

musl Qo 10 rase cash, danger from serum hepalits
resultmg from dirty needies, aanger trom the deietefi

o fects Of evei-ncreasing doses of an overdose
Patagonaally, thrse phenomena may be looked on
ds promsing tor Him
1. As a penuinely sick person, the heron addict
Monros Camty recewes the best €a any
e ¢ g. He
» addictic
trg ] ¥
CEs. PBy 1 apy, v ong ning of
™ VL treat
C u ce Nar s
s i p } unde: "
reduced the
1t a cetifiea hee At 0 1 0t @ felony

he 1s ety 1o be committed 1o & State Narcol
ics Treaiment Center rather than a prison. This
1s a humane, enkghtened, and sensible prachce.
One can also afrange lor cvit certification of fm
sell. @ relalive, or a frend who s addicted to
heton. This procedure opens the doors ol a State
Treatment Center without the addict’s acquiting
a crvminal recorg

Today. in our County, one can salely say that
peopie with the most sefious kinds of drug adaw 1
fior: gel the best care

Where do soft drugs come in?

Everywhere

Grass, LSO, ups, downs—these are the
so-called soft drugs whose users could
inctude a grade school kid next door or &
corporate executive getting a weekend kick

Although they may smoke potl openly n
gatherings, these users—and abusers—are
seidom publicly entihed except when they
become entangied with the law

They rarety seek or get protessional nhelp,

Two ideas soft drug users radimonally sup-
port are as tollows

1. Maryuana should be legalized But should

‘Hardly, " says Dr. Miles, “'unhl more of the

tacts are ., We simply don't know encugh
aboul jong-tesm eftects. Remember, DDT was
legal. Thaldomide was jegal. 1sn't i1 aboul lime
we learned something from pasit expenence”

2. Legal penaltes lor p sson of man-
Juana should be reduced But wil they? Pushing
drugs 1 a telony. And likely to reman so Pos
session of marijuana (as well as other hallucino-
gens. stimulants. and depressants) s & felony
! you're carrying more than % of an ounce, a
misdemeanad it you're carrying less. Certainly.
the District Attorney's office and the coufts try
10 distinguish between the one-time exper:
menter and e regular user. If there S 10 be
any change in the maryuana laws, it would
mean action by the State L egisiature Bilts that
have peen miroduced go om making the
penalty for pushing drugs fite imprsonment
with no parole to abohshing all existing pen-
ames tor marnuana use, And every concewable
area in between. State Senators and Assembly
men are strugghing to tnd answers Do they
know where you stand?

-

Kids need a piace to rap with ex-lreaks.

A ud in grug troutle generally feels sate
onty with hrs frends,

He won't buy the hoslile, antiseptc worid of a
nospital. Or the bromides of Establishment types

He wants 10 rap with ex-freaks, guys who've
been part ol the drug scene themselves and kNG
what they re talking about.

Whnere cap the drug user find such & haven?

Nowhete except in informal 'crash pads’ that may
promise sympathetc axi but often provide edloita
ton and abuse

What Mon’oe County needs are haltway houses or.
! you prefer mofe dramatic language Crrs:s centers

Hurst, an advisor on Urban Aftars 1D the
NCan ty Commitiee, plans to vist haltway

4

Ty
Let's tind oul what works and doesn't worl where
the expenence s grealest, says Steve 1 thun bon
the best of what we learn back home.
arles S Charman of the Narcots o
nce Cox $ tour e
a drug abuser can five and be treated while he-goes to
work

nas y apphed for dunds for these

The Reverend Tom Fassell, another adwviscy 1o the
County Committee 1s developing what he cats ' The

Ve
5. Do not overr.

Unwersal Cenler " a place which provides &

warm sympalhetic atmosphefe along with
communication, medical. iegat. vocalonal, and
folow-up services

Essential to the success of any haltway house
s.the principie of sanctuary

A drug user mus! know he s sate there of he
wiill not gome.

And  he goes nol come. whal Can we ever
hape 10 accomplish’

Cne step torward: the Narcotics
Guidance Council.
The Monroe County Narcotics Guidance
Council came into being by special acl of
the County Legsiature on August 4, 1970
% Here are ds purposes

1. Yo provide instructional materials and hetp
tormulale curricula for all grade levels on the
use misuse, and abuse of drugs

2. To provide a piace where without teal ot
embarrassment of pubiic exposure a user of
family member can go with a specific problem,

3 To act as a relerral service, pontiry the
usef 10 an appropnate expert for meoacd'
social, psychiatnc, or other therapy.

4. Yo coordinaie the actviies of alf the pri-
vate and social agency fask tofces and com.
mittees wofking on drug programs in order 1o
reduce duphcation and encourage more rapd
progress Ihrough cooperaton.

5. Yo sponsor local legisiation 10 provide
money and faciibes lor needed plograms,
Ang, at the same fime. 10 take full advantage
of Federal and State programs to bring tax
eys back here

6. To encourage the creation of -Narcotcs

Guidance Councils in the cy, fowns. wil
laq;, and even school drsifcts

tar, Rochester 15 plann‘mg to Start a Nar-
cotics Guidance Council

Many towns already have them

And more are planned based on the wide-
spread behel that the drug problem must final-
ly be dealt with in the neghtorhood and home,

What can parents do?
The drug problems are big problems
We v tokd you something about what we're
doing In government 1o lackle them
But what can you do 10 help your ks keep
away from drugs?
1.5 a example, it you drink too much
©Or guip tranquivers. you can hardly avoid the
! hypocCrsy when you iry 10 convince &
that ““turning on” with drugs 1s unwise.
ne your children tawly ang with con.
ency. THACh them 10 POSIpONeSOMe peasuies
and 4o deal dweclly with pain
3 'Help them fing satistying personal goals It

yaur goats go no luiher than cotleching material
POSSISSIONS yOu May have 10 Change your Own ways
betore they Il

isten

t to a drug experiment Dy remect,

at Chik wCale D 1he
¥
Vi) is ‘hook /e hm money
s habd, buf - n et
14 write lor 8 copy
oS

B 1@SOUTC

Good government. A process, not a fact. We're working atit.
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Firstyou judge an airline Thenyouj it
by whatdl{t;: done. by wi atg:l((l](%gs

",
nﬂ 4 o
47
23]
0y 9ax
29 1]
Wix
Yy -
h
:‘m o -,
1934 1984
s L0 s
" 5K
43
193 ]
5224 )
"y A
a2
w0
fro
Wi :
et
“wh
X
1l
L3
it n
Wk bk 1995,
T wl cmdusdiands weve Pon Am prvie

o e

& - - = w—
TN N - A
& "

36

Why we fly where others dont.

PanAm

37
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Why other airlines come
to us for flying lessons.
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MR. FEBRRI DRIVES A FIAT.

. \'fl

The Mr. Ferrari we refer to is the
very same Mr. Ferrari who makes some
of the fastest and most expensive cars
in the world.

And for his own personal use, he does
drive a Fiat.

It's not that he feels the Fiat is any
better than a Ferrari.

He just feels that the car we make is
a more sensible car to drive around town
in than the car he makes.

However, it is rather enlightening
that out of all the small sensible
cars sold in Europe—some fifty in all—
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he chose a Fiat.

Enlightening, but not astonishing,
when you consider that in Europe, where
they've been buying small cars for three
generations, they buy more Fiats than
anything else. Volkswagens included.

Now, if you're thinking about buying
your first ‘small car, you might keep all
this in mind.

After all, when it comes to cars, you
can't fool a Ferrari.

[F/1/A/T)
The biggest selling car in Europe.

Ralph Ammirati
Ralph Ammirati
George Gomes
Marty Puris
Carl Ally, Inc.
Fiat




ARE YOU IN THE MARKET
FOR A HARDTOP?

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

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

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

Are you sure you're in the
market for a hardtop? Or is
what you really want a hard

o8 0 WAOw 24080 08 THIR JEALIA RGARINT ou, OVERSEAS BELIERY sraiasus, @ veive, we., 1en
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TRUE ECONOMY
ISN'T MORE MILES
TO THE GALLON.
I'T’S MORE YEARS
TO THE CAR.

These days, a lot of people think the way to save a little money s to buy
a small cheap cae
We agree. That is the way to save a little money.
To save a lot of money, buy a Volvo,
Volvos are built to last. \\'h.h we can't guarantee how long, we daknow
Volvos hold up an average of eleven vears in Sweden. 80 ance you get your
Volvo paid for, you nh(:x‘td be able to haog on to & for s few yeans.
Then you can hank the money you'd normally spend on car payments.
Not counting interest, thath almost $1000 a year.
This Is the baske difference between a Volvo and an economy car.
Economy cars are for people who are interested in connomy. Volvas are
for people who are .n.m.J‘m money.

41

THE SLOWER YOU
PUT THEM TOGETHER
THESLOWERTHEY
FALLAPARL

It taken 8 long time for a Volve to become a Volvo.

The body is held together with more than 8,000 S
wekds. It takes two houn for the selding itself. :
And a frw minutes more (0 test the work. A man i
shacks at the welds with 8 hammet and chisel.

Primitive but effective.

Votvo hodies arc so tightly made, it takes less than F
onc pound of body lead to fill in the joines. Two hours
of hand grinding and filing insure that there are no
rough spats on the body.

After ctching in 8 phasphate bath and dunking in -
ed with primee. Then it's wet-sande 1and washed. Ater

a cont of sealer, s dry=sanded, washed and sprayed

with three color coats. In all, a Volvo spendhs cight

hours in the paine shop.

A bartery of women, armed with soft ﬂanncl
gloves, gives cvery Volvo a thorough rubdow:

({Women have 2 more sensative touch than men. )

1If any iImperfection comes (o hand, the Volvo goes

back for 8 repaing.

It takes a Volvo rtine houn to crawd through final
assembly. Compared to manufacturen who knock
out as many as 90 cars an hour, our

ou never see 8 man chasing a car down the line with a part
hrdndmhawlmlnpulu\.l!-lﬁmhukm( " --

succeed, he has plenty of time to try again. N
ey |
- = K

Speaking of men. at Volvo there are many. Going
t \

against the trend, we recently fired 8 fast machine and
hired 2 slow man swho could do the job better.

Volvo is one of the few car makers in the world that
takes the time and trouble to hand halance every
wheel and tire.
e've found that this lack of haste prevents waste.
1t takes a long time fora Volvo to get into a

Junkyard too.

VOLVO
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THE EARTH
SHALL INHERIT
THE WEAK.

Volhvos, on the other hand, are built to sunive the conditions that drive most cars
into the ground.

Take our roof. 1ts braced with 6 stexl pillars, each one strung enough to support the
weight of the entire car. In otheg words. you could stack seven Virlvos one on top of
another, without hurting the enc on the buttom. We know. Because we've donc it.

Our engine can take a pile of abuse, too, Before acvepting it for production, we ran it
at 90 mph (or 18 dave without a break. And it didn't break.

Of course, all this doewn’t mean a Volvo will run forever.

But as a Volvo ages, you can sill have faith that it won't abandon you.

With a kxt of cars, vou can oalv pray.

BEAT THE
SYSTEM.
BUY AVOLVO.
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It sounds abwurd, doesn’t it ? That your son will have %0 go to Vietnam
8 years from now.

It may sound absurd, but this is an absurd kind of war, And it's

hern vou will see your own son nrnmbl:..’

t's possible because this is a war going on
for the past 0 years. Yes, the past 30 years. That's how there's
been fighting and killing in Vietnam. So it isn't s to think
this war can go on for another 8 years, is it?

1t's perfectly possible, because in spite of all the speeches and al}
the promisss, the President has yot to set a definite date for with-
drawal. Yeu, that's true. The President hasn't named s day nor a month
BOF even & year as a time for getting out

In fact, the President talks about leaving “residual” forees and
“maintenance” troops in or around Vietnam. (1f you remember,
what got us into this mess was the sending of “advisory personnel”
to Vietnam. )

Now do you see why it's perfectly possible that your son will
fight in this absurd war? A war where mass murders of women and
children are called “no big deal.” A war that has already killed
over 50,000 American boys who were 10 vears old themselves not
0 Jong ago.

One of the most effective things you can do for your son is write
your Congressmen today. They must know they have your support
to act in Congress sgainst this absurd war.

Write theen now. And maybe 10 years from now your son will be

glad you did.
Help Unsell The War
Box 903
F.D.R. Station
New York, N. Y. 10022
45
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Dick and Janeisdead.
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The oid fashaned Dxck and ke reoding
syitem mad housands of bk’ minds o

Bor # won) omymare
Becoue Encyclopoed Bronmca bt
o

'And we, ates mors than 3 yeors of
reseorch and development wih over 2.000
W \Dp-‘.ﬂﬁll:m.m

\ammukmnn
J

o wier doched Wb ol o
oteu develogments i skectont modung

m, your child should tail our n-!

50, bsdore we et 10 help chidren, we
g oul emxctly whot's weong By puming them
#eouh four houn of thotongh wateg

v e )

u.u-qm.-.(w.nuw-n -
mmuu-umudmmw.
ndbncuol reodng pr

wmnmpn-«tmlh
Tonng o cumeshum 10 duol needs
How we work.,

The msmuctor i behnd o comole that

they Mover Poned, chcﬁd"m-v
ot gom on 1 the clomroom

e can show moves oy apos Show
e wripn Flash 1014 second words ond ¢
000 scrwen of e ot of #e room And play
sconh e ha'y s stise WihOR

Mos anporion, bacouse o e ore no mors
#hon o chidven por clams, he can work

reochng
chichen % 10 s bacnse wa not only teach
thern 10, we 00 twoch them o succasd
What the experts -~ -
think about our program 0 B now. Belos #3 problem
H

average or obove avarage reoden 10 do even
-

Thors why we've guorontesd & N your
il down't impruve WS reodng sl by the

John Sosnowski

Daily Planet

Michael Cafferata

Van Brunt & Co.

Britannica Reading Achievement Center




Fisher-PriceToys dont need batteries.

.
]

They run the old-fashioned way.
"H"W On child power. The strength of young
imaginations. The endless energy ( o

of small bodies.
B The push and pull of a
4 A dchilds curiosity on the way
i to learning something new.
e Because Fisher-Price
Y believes theres too much
% push-button entertainment
today. And once you've pressed |
abutton,what else is there
to do,Mommy? D
Even our new Music
, Box Record Player isa
toy of involvement. Not
only doesn’t it need batteries
(it winds up),it doesn't even \
need a Mommy to supervise.
Our Play FamilyTg;s.
including a brand new
choolhouse,give
children the chance to run q
things their own way, on their *
own steam. ,
Thats another great thing Ve
about child power When its
exhausted. it goes to bed for the
night. And wakes up—
recharged.

|
‘ s

L
L |\- i

© 1971 FisrerPrice Toys,
Last Aurora, 4 v. 14087
Obvision of

The Gusser Oats Company
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s
$25.00

Heroes don't always want to be heroes. And victims don’t want to be victims.
But diseases don’t give victims a choice. And muscular dystrophy chooses children as its victims. And once
chosen. the child remains a victim for the rest of his life. That's why we need heroes. S that through research
we can <eep on fighting the disease until we've conquered it.

Then there’ll be no more victims. And no more need for heroism. Muscular
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MDA of America. Inc.. 1790 Broadway. New York, N.X 10019,

Burt Blum

Burt Blum

Joe Toto

Marcel Feigel

Benton & Bowles, Inc.
Muscular Dystrophy



B1871, The Practer & Gamise Compony

Teeth don't die
“anatural death.

Chances are, when you lose a tooth, it's  cavities can lead to rooeh loss. In fact, your dentist and watching trears, make
because you killed it with neglect. By the average person loses 6 t 10 teeth in - sure you brush with Crest
not cating the right foods, or seeing the  a lifecime simply due to cavities. Because the more you fight

dentist often enough, or brushing properly. Crest with fluonde fights cavities, the less your teeth
Such neglect can lead to cavities, and  cavities. So, besides seeing a have to fight for their lives.

Fighting cavities is the whole idea behind Crest.
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Sam Cooperstein

Sam Cooperstein

Phil Marco

Ellen Massoth

Benton & Bowles, Inc.
Proctor & Gamble/Crest
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Charles Kornberger
Charles Kornberger
William Sekular
Austin Hamel

Avis
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A broken TV set that
seems to you like it’s beyond
repair isn’t beyond doing a
little repairing at Goodwill

For, if it can help a
handicapped man learn how to
repair TV sets, it’s helping him
repair something far more
important. Himself.

Last year, 25,000 of the
handicapped people who came
to Goodwill with nothing, left
with a trade. (Anything from
shoe repair to TV repair, from
running a sewing machine to

Photographer
Copywriter

52
Art Director

~running a computer.) That’s
25,000 more handicapped
people who'll be able to stand
on their own two feet. Not on
anybody else’s.

While part of the credit
goes to the counseling, the
training, the mental and
physical therapy we supply
large part of the credit goes to
the broken TV sets, the
outgrown clothing, the shoes,
the dolls and the furniture
you supply.

Now, here comes the pitch.

W Ay N

Joe Genova
Joe Genova
Cailor/Resnick
Neil Drossman

Designer

Agency

Client Goodwill Industries

What you see here'
is aTVset repairing a man.

—

No, we're not, going to
hold you up for money. (But,
don’t think we wouldn’t take it
if you offered it to us.)

hat we can use almost as
much as your money are the
still-usable things from your
home or factory that you can
no longer use.

After all, money can’t do
for a handicapped man what a
broken TV set can.

Goodwill Industries

Kurtz Kambanis Symon, inc.



Dan'Torisky and frlgnds have

you to

for
a home for the mentally retarded.

Duan had onc of those ideas. The kind
of idea that sits around just waiting
for somcbody & pounce on it. An wdea
for solving a problem our world has
lugged around for centurics.

The idea?

First. pick a statc or national park.
Build some tourist cabins or motels
there and surrcund them with recrea-
tional facilities. For swimming. tishing.
golfing—you name it.

Second, man this vacation village
with an unusual staff of maintenance
people. All of them capable. All of
them mentally -etarded or physically
handicapped. Their job: To mow the
grass. Change #he linen. Manicure the
greens. Work im the restaurants. They
would live in their own motel units
apart from the tourist complex. And,
as with any job pick up a paycheck
for their work.

Naturally, Dan's plan also includes
a supervisory s'afl who would evaluate
work performayee and oversee year-

o _*‘,.

round educational and occupational
programs for the employces.

Who gains? Everybody. Dan's plan
moves people who need not be insti-
tutionalized out into the world. Into
one of the lcast tension-provoking
umngs imaginable. It also opens up
room in our overcrowded staze hospitals
for people who should be in institutions.

At the same time it builds tourist
revenucs. Motels are to be franchised
under a profit-sharing arrangement
with the state. This helps 1o fund
mental health programs afier the con-
struction investment is amorized.
Since workers are to be paid. they in
turn can help pay for their own special
care. And they'll pay taxes. 300. As
well as build a social security nest egg
for themselves.

The way Dan sces it, the plan might
eventually pay for the state’s entire
mental health program.

Dan isn't alonc now. The minute
he started talking about the bdea for his
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vacation at

home state, his list of supporiers began
to grow. First his wife. Then the
Lieutenant Governor. Then a nationat
motel chain. Directors of Pennsylvania’s
Western State School and Hospital.
Newspaper editors. Politicians at ait
levels. Business and labor lcaders.
Conscrvationists and sportsmen. And,
perhaps most important, parcnts of
handicapped people all over the state.
The list now rcads like a *Who's Who
in Pennsylvania.” With that kind of
support, how can a good idea fuil ?

Right now, you're looking at a site
in Otocsin State Park, provided for
development by Penasylvania’s Depan-
ment of Forests and Waters. God and
the state legislature willing. this is
where Dan’s dreani starts to come truc.,

Sometime next summer when you're
breczing across Interstate 80 in central
Pennsylvania, stop in for a good time.
For an hour. A day. A week.

Dan will be there a lot. He'tl be
visiting his son,

Ronald Layport
Ronald Layport
Chuck Fuhrer

Bill Joyce

Lando, Inc.
Parklands Payback

There arc more than 5,000 people
waiting to enter Pennsylvania’s mental
institutions, It's the same story in
almost all the other 49 states.

Dan Torisky and his commitier of
cight have a pamphlct that describes
the plan as originally conceived and
presented to backers. 11 work any-
where. Clip the coupon and send for it
Read it Then tell somebody about it,
Maybe your neighbor. Your state legise
lator. Or your governor. But somebod

That’s the way Dan did it
| Dan Torisky
tc/o Lando, Inc
| 725 Liberty Ave., Pittsburgh. Pua. 15222

Dan
1 1d like to read more about your plan
Send me your pamphlet.

Name

| Address
City Statec_. Zip.
Dan Torisky account

at Lando. Inc., Pittsburgh markeung
advertising and public relations agengy
The agency that feh this story had ¢
be 1old.



It's the extra $150 credenza built into our $850 credenza that
makes it a better buy than any $700 credenza

 HERIAGE
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Arthur Beck
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A man has the right to have a
healthy looking head of hair.

A« a nan experiences the days and nights of his life, most of him
SLFOWS STONEEY.
But, untortunately, not bis hair. 1t has 1o fight 100 many daily batties
with the wind, the hot sun, and, ironically enouh. the drying water.
All of which join kxether 10 strip his hair of protein. And of the rong,
full, healthy look it had in its youth,
And 50, jn this day and age of hair, a man must not only clean and
groom his hair, he mus leam to properly care for it
This is why we have created Kanon Rich Shampoo with Proein.
For though it is most definitely @ shampoo for thooughly cleaning your
hair, it is also much mone than that
it has protein and other good conditioness. So while you are
warshing out what shouldn’t be in your haie, you can ako bes washing
in things that can help your haic.
(First, wash your h.nr with Rich Shampoo 1o cleanse it. Then rinse.
| B Then wash again, 1o let the protein and
* other conditioners actually penetrate
o your hair shafts)
J In addition 16 Rich Shampoo. to
~ give you hair that looks healthier,
strongey, thicker, there is also Kanon
* Liquid Hair Groom with Protein,
Clear Hair Groom wath Pratein, Spray
Hair Stay with Protein (regular and
superhokd).
\ As for the rest of you, we ako have
acompiete line of aids for a man's face
and body.
Kanon. Because a man has the
right 10 be proud of the way he looks.

kangn
From Scandinavia, the look of health.

19§ surmnal ook e -t » i
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America,
the land of freedom
and opportunity
and over 200 million

litterbugs.

Bert Huebener
Bert Huebener
Dick Richards
Bert Huebener
Kenyon & Eckhardt
Shell Oil Company



THE TALK OF THE TOWN

Notts and Comment

UR country which hus ked the
fiekd 1t the chemnal campaign
agaunut the vanow. odon of the
butiun bady, is now beng weged by
warious munfscturcn wembark on s
campaign agasmt the odons in human
dwellings.

Lt Drugsrom

When we gt there. we found 2 lot
of people.snd 1 ma a1 che encance to
Keep them ous We presented our in-
witanon o ham "Everyose has an in-
vitation. he »41d Doat come on
sbout having an invitatsen Youll il
have 10 wait on line’ Taen we were
knucked down by an inasent group
of beautiful women

“Joe Frankliny career 2

the hoat of 2 1eleviskon tatk
show and a collecror of

0ld movies and ol revonts
has heen more stable than
spectacular, yet Jor 32 source
of amateawnt eo many
peoph In tows, inviuding
himscti, On Madisah Aenur,
they say, ‘Joc's magie We
don'Yt keow how he docs it
We donteven sk’

In the television business,
there ase thuse who patronize
him, hut therr are nany more
whoadmire hint.., Perhaps
“ven more t or
television, the telepd
Joe's real medium™

hone

“He keeps most of hes phone
cath shurt, a0d his goodbyes
tend to e barked conmands.
He always slams the phone
inro its cradle, with 8 sudden
Pouncing mosciment, as
though he were swutring
Hics with the receiver.
‘The hubbub in theofce is
punctuated att day 2y the
sound of Jor's explosive

o

rvodbyes:

*Don furget! Hung'
“Wait for my call? Aumg!
“Keep me In touch? Rome?
God hless you' Bme!™

“Helto: Hey, Rick: You're
alt set. Listen to me carefully.
CGoto 250 Weat Fif-sexenth.
163 calbed Vangree River. Ask
for iy table. And have 8 ereat
meal. Atthe end, you give
the waiter shour s buck and
s hall. Or 8 devcr. Don't give

Bob and Ray

“They wamed 1 program 80 precede
the huschll games, snd 30 we scarted
doing what ther called the Bob and
Ray Mauinee I ic had been Maninoh
it would have been Nay and Bob™
Ray asd

Al-Nighs Sowi
(ON # recems Sunday we ariended 2

cevemany calied AB-Night Soul.
is St Priecs Lutheran Church, at
Fifty-fourch Sercer and Lesingron
Avenue 1t was held in celebraton of
the #ifth annmcrury of the Juzx Ver
pers that are held chere every Sunday
uander the lesdership of the Reverend
John Garcus Gensel

58

S PR O F | L

BROADWAY JOE
= P

And
“Gnifter, Seay Wiy From My Door”

sux Poems.”
by Nelly Sachs;
*The Bon Who Laughed.
by vy Litvinows
“Why | Am an Unsuccessful At
by James Stevenson:
“The x Scrne
I"The Raltimore Vermeen 1™
w Rowre Angeli,
“Feminine Fashions,”

by Kennedy Fraver:

V.S Journal: Nampa, ldsho?
hy Calvin Tritfin;

“The Current Cinems [Revsrws of
I Never Sang For My Fethes,
"Gorw' Down The
“Fhis Man Muse Dre;
*Litthe Fawss and Feg Habyy!
C.C. and Company 1"
by Pavline Kael;

" Books "The South and

the Nation'=—=Pat Watter "

Appearing thiy week
inThe New Yorker
Yes. The New Yorker

& 5 %

Meetme at exactly one-
thirzy. You'll be out by
rwo-fifteen. Seme building
Alungside the theatre where
they play the dirty movies.
Wight.” Huwg!™

“*Hello? Yeah, well, you want
my avicet Wait until she
opens in 8 major roons. Dant
you agree? I we put heron
acain, people will think I've
ot 8 romance going wich her.
18"} look suspicious, hecause
shel s heauriful. Righe.

Keep me in touch? Ramg?*
“_Alwe're gong todoa
very i ‘sl nx

11 he a night voull never
forger. b alreuds nowened
for you. T hens nocheck.
Aniisgreatman?liaves
ood rinie!” Bong ™

““Hello? Teddy! You'd never
gucss what ['ve got for you.

rustonmer Call me
Bonr!”

“**Hetlo? Hal ot hete, Call
the Hotel Comnuan der,
Raom 244" Houg S

“*Hello? johnny!" Jor covers
the mouthpicce and says to a
fricnd, ‘1 Johnny Marks,
the guy whowrote *Rudolph
the Real-Noncl Reindeee?
He speaks into the proviver
again,‘Jobany, s hat day are

you gonna he aitable: Good.

when you're reads! How do
you spell your name? Great
Don't forget!” Bome™

"* .. And Il use 20y of vour
fricads that you wanta help.
Rut chey have to be far
people, because it's for a
spaxhetticompans. O.K.,
now how are we gonna
codrdinate? You going to

the hghe?Call me in an hour.
Don tonect? Auug?™

“*_Any legal adhice you
need, you're covered on my
rewsiner. That's offiial!
Anything you need, swertie,
it autonuaric. | 1l make

you rich and famous, Ul et
yourname in lights. '
gunna change your name to
Fxic 1l call you.

Getsome aleep!” Rrwg!™

From s Profile by
William Whitworth,
appearing this week in

The New Yorker.

Yes, The New Yorker, Ruwe!
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Gene
Gene

Dick Lord
Lord, Geller, Federico & Partners, Inc.
The New Yorker Magazine

Federico
Federico

Dick Lord
Lord, Geller, Federico & Partners, Inc.
The New Yorker Magazine

——_— —

THE SPORTING SCENE

SOME PIRATES AND LESSER MEN

/\

sresndese

e

[ Baschall s concluded i
nnual excrciws in the
loMigzatory tashion—-with
nuther Worhl Series and
anlhrv franchise shift. A rien
foliowed the wrmg reat”

=Sustaining baschall in
ashington may hane hecoine
[# difheult propantion to be
wure, and purhaps, in the cnd,
an inmraible one, hu
Jetear that in recent yean
was ueser ecally tried. The
Whea of huilding & chentele by
Buitding a beeter hall wam
apparently i mut occur
10 any by ”
|
"1 the clubhouse.V'ida Rlue
st on a trunk and submiteest
himself for the kast time to the
horde of reporters that has
dogged hin and surtuunded
him ever wnce catty summer.
. Me looked termbls your,
and then [ realired, or
remembered at fast, that the
frest of un, pushing m arvund
him with our notchooks and
lour questions, were much
johler and supposcdly crown
up. Onue agan we'were
|:lrmm<|mu w0 much of him;

Lwent swar”

—

[“T he man cl of the third

miec. plaved in chr inamense
plastac eylinder callol
Three Riven Seadium. e
Sy Blass.

[ Kinon gave up one hasop
in the secondd inning,
and from then unail he retired
for 8 pinch-hitrer, sfee the
heventh, the anky Bakemore
[hins were plunked hatrem—
| |3 recurd-hreaking three™

1= There was no Johine ahout
rhe siath game, back 10
leimore; it was late now,
E:d the hawhall had grown
| rnm and dangerows”

|
[ “A prow) and bitter iman,wath
haught, seriking profile,
| Jemente i convineal thar
| he is the Ance halipbe et
{

in the world™

""_Ku'ﬂrnmuml hohhled the

hall for just an insgant ous
there - a fraction of 8 sevond,
1t nant—and since the

|subnoquent relay o perfect

and SMargell was running st |
h

No matter who won this,

we had watched a Series

[that both teams fulky desered

[to win. Instead of descrmining
toncr, onc wished in e

vay to continue thewe ganes

indefinitely, to play uneil

wintervanw, and then throw

I |ll'mm an arvicle by |

Angril,

nng ths week in
The New Yorker.
‘Yes, The New Yorker. }
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ANNALS OF POLITICS

A FUNDAMENTAL HOAX

“At no tine b public
suspivion about palitical
chicanery greater than at
ehevtivn rime,when the langest
amanm of political money
are baid out most olwiouly.

In recent congressional
clectivns, some candidates
for the House of Representa-
rives have spent as much as

8 quarter of a niillion dollam,
and some candudates for the
Senatc bave spent as much s
fice million dollan, Almost all
candidates huve spent far
arre than they an suppused
10, furfedveal low sripulates
that 8 candidate for the House
may not spetud nwre than fve
thoussnd Jollars and thaca
candidate for the Senare may
ot speml mon: than twenty-
five thousand Jollars on an
clection campaign. The law,
which b called the Corrupt
Practices ACt, was passed 1
1925; 30 far nu candidare for
mational office has been

pronecuted under it

Frontanartcle
by Rivhand Harrs on

pobtical campaign spending,

appearing now in
‘The New Yorker.
Yes, The New Yorkee,
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Gene Federico
Gene Federico
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Lord, Geller, Federico & Partners, Inc.
The New Yorker Magazine

Gene Fecerico
Gene Federico
Saul Steinberg
Dick Lord

Lord, Geller, Federico & Partners, Inc.
The New Yorker Magazine
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ROOM TO LIVE IN
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Lewis
“We didn't work together
steadily untl 1954. We lost
Ray Brown before we really
wot started, because he
marned Flla Fitzgerald and we
couldn'tafford him anyway.”
“We've gotten along well or
we wouldn’t still be togecher.
We're smart enough and
clever enough to give each
other room to live in, to have
respect for each other’s
personalities. It’s not a perfect
marriage by any means; it’s
normal travelling by sea,
with stormy periods and all.”

Ray
“1 knew Milt real well and 1'd
met Percy and John. 1 under-
stood it was a two-week gig,
but when it was over nobody
said anything and nobody has
yet and that was seventeen
years ago.”
“Also, my solos are always
short, which I learned from
Lester Young. He never took

[more than two or three

choruses and neither did
Charlie Parker, but they
lalways managed to say all
they had to say.”

JACKSON

| ““T’he way things are now,
{most of the musicians around
\are barelv making it. We think
alike on staying together. It's
{been like a marriage, a twenty-
year marriage. It's become a
way of life”

“The first thing a man has to
do s take stock of himself. You
have all these people who go
to school and study and still
don’t know themselves or
what they want in life. | never
had that trouble. From the age
of seven 1 knew | would play
music.’

-

| HEATH
|*“But the whole thing with thcl
|Quartet is that we have made l
some money, but we have

never conformed. We have |
built up twenty years of
[prestige,and been paid for
|dotng it

| “1 plaved a little violin in
|junior high and 1 had the I
isecond chair in the first-violin
{section at graduation. But it
was rough getting home
|through the streets—you know,
a lictle skinny guy named
Percy carrying aviolin.’

From a Profile of |
the Modern Jazz Quartet—
John Lewis on piano, |
Milt Jackson on vibes,

Percy Heath on bass,

Connie Kay on drums— |
by Whitney Balliett.

Appearing this week in

The New Yorker.

Yes, The New Yorker.
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Lord, Geller, Federico & Partners, Inc.
The New Yorker Magazine
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Are you rich enough
to get cancer?
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You may think its bad luck
to get cancer insurance.

Its worse luck to get cancer.
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You're probably insured
against less likely disasters

cancer.

If you have more than
three people in your family,
one of you will probably
get cancer.
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A can ks 8 nice thing when you want a soda
or 8 beer. Butst doesnt do much for 8 andscape
of 8 highway. We know hat better than snyone
beceuse we maka cans 5o here’s the story.
Both sides.

Cons are good guys.

Ouw of auil the litar on the streets and
highways, over 83% (sa't cans

Sk, somebody has 16 do something So
we 've bee s working with people who 81 e developing
a tantastic machine thal can sctually pick the litter
oft 1he :oms. We call 1t the 0C10pu!

One more thing sbout kitter. Pleass don .

Peopie litter. Not cans.

Cons are good

The can 13 one & the satest, Cleanest.
i chaapes! containers ever invented. It we return to
returnabies, prices will go up. Because everything
i3 set up 15 non-returrables. and 1t wiil cost money
and jobs B change it,

Beatdes. peoplerdon X return returnables.
That's why cans happenad in the fist place.

Cons are good guys.

We've alrsady 91 up recyciing centers for
used cant. {All used cans. Stee and shuminum
- Beer and s0da and foaxl.) More ate coming. This
€os13 us Money, but it Joesn T cost you anything
You bring us the cans ond we Hl recycle them.

W know it wouid be easiar and better 1t
81 you had 10 4O was PrOw yOr cans ih §
garbage pail. S0 we're SUDPOrtng the development
of automated machines that can pick cans out of
the fest ol the garbage And we hope that eventusily
avery can in every City will be recycled and
used to maka new cang You won Y see it tomortow.
But you will see 1t We promise you that

‘We have more ® lose than you do.

The Can People

We care more than you do We have 1o

Cons ore bed geys.

Cans zre 8l over the streets and highways.
Cans cause later

Cons ore bod

Returrable botties were better. Return
to returnabiles.

Cons are bod peys.
You use them unce and throw them
away. They can't be recycled.

he Con Poagts American Can Company, Conbrenta: Can Compeny, Hatomst Con Carvmenan, Hhe Mot Can Compenr,
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We're doing something in china that hasn't been done in 900 years.

Nine hundred years ago in the Sung
Dynasty the Chinese invented a new
kind of china. instead of putting the
pattern on the plates they actually
sculptured the pattern into the plates.
When a delicately tinted glaze was applied
it collected more heavily in the incised
‘valieys’ sublly delineating the design

The effect of this bit of oriental
genius was a very guiet beauty that came
from the inside of the plate. From Its soul.

This china was so difficult to make
by hand that very llttle was produced.

Now, 900 years later, Dansk Designs
has perfected a method for producing this
beautiful cinnerware in new designs by
Niels Refsgaard. We call it "*Statement’
Statement comes In different sculptured
patterns. Patterns that don't shout
at you. (Maybe we should have called it
Understatement )

Statement 1s fine porcelain china

But not frail, tragile china. Use it all the
time—even on Sundays

This is a good time to look into
Statement. It may be 900 years before
anyone does it again. Meanwhile yo
ought to see 596 other timeless tabletop
designs in our full color brochure
Just send 10+ to Dansk Designs Ltd.
Dept. FC. Mt. Kisco, New York 10549
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Ifyou can't find the frame you want at ud better
hav{oy‘:mreyeschecked. it R

——

u..w.—um..».-. o g bl i caiectam ;\n..'.wm-_.,_-r.—nm u-n-m.n.,-.m s oty & The el ostgim s 2 el clime o
are Prench lnumes wirh overkme of grand #3d o methemetian sl L commanden. Brorw Fasthampin dull)lm Purt. wo hrar vehu = nt the hew of hoth
p...‘..‘_ omes Beact .-mn;

S, Chachartvnrd shell trm. We gt 1he whea frum o Awur\nhﬂmnc‘\-nnwwh

Averua Fam Riaevs b wess 30 bt
[y e ou & warm. b ing commpter huk.

& Masa:
b Ty caian e ey i e pha
calls with Mo

)

tm..y..m_ et sk guarcingty o pespie n B ey umanal ars ups fnem Praoce We can L Mot cctagvs expcialy ppuler sith tume 3. B i, cher phasiic frames ket wrih
o' glames H sares everyhusty P19 300 vl kemar st 1he rume of mau fase » S0 o oy o plas st it hanemones A gestier o (he € kg 50
ey

EL Octagme iIvs te i sheit cirm and with nand M Meral Martian b o very user B Corvhs g (8 et sumuram. Wew L. Ot Exy Ruter, i polishd chome g ke
Hase shapw Very v coontnnotam that miudy e barnem k. e % Andy Wertad nding 1D cc muchme b B Mountmn OF rensed
ot Rabengh 10 Bechenda Fountmn
1L Pertcotty rund Granmes Reioved nime of rack B Mk he ot o for iy e om Wal 0. St rervmed Siunsers. O for Somonal Gt asmaldy expaanve res Sedud gd. Oy
ncian am! Flushr wiued seachrns sube Mot Sreer ar U Avenus. Change ihem at § sohach, -«-.-uumma\v.m Semd 407 whaterer ¢.u wp i chot Siammnd (Tt wary rch wre
5 mencs Merril Lyacs irasnees By call e . Slerees from yuw ant me ¢
22 Am aher new Dape. lrom France Grees m the 0. Chamx: metal 7 & kot ke the omes they naued e Invneme recisagies with ouble guners Pre-
2080t of wmese wh speals much time @B tog o Ihe Army WhoY 10 aceuunt hat peopie’ tasses” Treres 3831 by cheviels o sl wries barn
yachts in the Gruet (dani

28, W ok ihrae U Merheh or Eddwun) 4mokis 2 A yet ansher helf gius TS vanaiam are TR g round wheik ke e mde 3o ke 817 bt
M bl i A oy endhew o And we keep getiag are S8 (ke metal
g o1 he tame.

O

2 T o wermen of @12 for wewr b0 Sha Na No.
rmoeTts o Fills v Eagt. Avadtahie wrth red uones.

18 Harduclumaty s e hat = b bt f
e reamms we can't deierm

" Ko
B Elagtecad il frames ith ema poinhed ns,
mnn-miver togn They kuskh hetter than thery wmed ™~

s - Renied y Nrnagn for whorvers need @b
e "l ot ss G v, Copy e o P

- R omo -

31 Wit W say ot (hene” Wear them hrcouar I Newt sungian nom e o mtants wah Hellt . By e Irames ot bnsh srpringly gaga 8 Th cleusc maktasy wnglam frame. Populsnat

e e Angel fumtames o malt g b by war heroes ke Marton Brands i the Young
Lo ansd Drnagion Mic Arthus

lbatlookiu medicine 1 s

TMeyrowitz g =5

ntn.p.-m—-q».-upu-un twated
g et Unibhe most of cur romes they cont

71
Art Director Frank Attardi
Designer Frank Attardi
Photographer Warren Kass
Copywriter Marvin Watnick
Agency ANW Inc.
Client E. B. Meyrowitz Opticians, Inc



It’s a movie about
awomanwho
beheads her brother,
stabs her children

and sends herlover’s
wite up inflames.

_ For Maria Callas,
it's anatural.

U.S. premiere. Three shows only. Tuesday, Wednesday and Thursday,
June 22, 23 and 24 at 8:30 p.m. Hunter College Assembly Hall, E. 69th St. betw. Park
and Lexington Aves. Reserved seats only. Tickets $3.50 and $2.50,
at box office and all Ticketron outiets. A Euro International Film in color
trom New Line Cinema. For information: 535-5350.

Medea. Maria Callas’first dramatic movie.
Directed by Pier Paolo Pasolini.

Designer Peter Rauch



America’s most lar sport.
Arcyou afraqg%[lit? PO

Last year, 42,893,379 fans went out to the race track. That's
33,939.500 mave than showed up for pro foothall
There's ane big reason behind Thoroughbred racing’s -

credible populanty. The same reason that keeps everybody cise
away: you have to get nvalved

When your horse breaks from the gate, you're up theve
with im. And 8 It of people think that's going to mean goodbye
1o 3 lot of maney

They're wrong. All you have 10 do & pick & harse andd
back it with your padgement. That race will be the thrll of yous life
Maybe youll even bet two dollars in @ moment of wild abundun

Maore than likely, the thought of losing two doflars doesn't
scare you. But the enormous number of ‘infallible’ betting systerms
does. Everything from bhacking 2 horse named after your great
aunt’s third cousin fo uing an eght step handicapping method and
a shde rule

The truth is smple. The best horse wins

And the truth is very dlustve Last year, the favorite horses
won only 28% of the ime. That's why racing i such a great sport
Sheer unprodictability. You can make it a5 simple or a8 complex
as you bike.

Here's 2 good way to get started. Study the program
Check the tote board. See which horses are the favorites. You're
down to three of four good possitalities

Now go back 10 the paddock and look at them in the
flesh. Here's where you add instingt to kagic. One of thase horses
will give you 8 funny feeling. Trust it.

You've anly got one decision Jett. Whether 1o bet or not
Either way. you're in up to your neck. You've picked your horse
and you're goiny, o stick with hem.

And we can guarantee the results. You're gaing to low,

You're going to ke your fear of the most popular sport
in America

White fur our free Guide to Thoroughbred Racing. Hisleah
Race Course. Inc. Box 158, Hialeah, Flonda 33011 Or visit the Pad-
dock Gub any morming of the meet. January l6th 1o March 3d
at 11:45 a.m.

YouTl meet & jockey, a traines. 2 horse. And leam a ot

Hialeah

You bet two dollars
and for one minute your whole
life is ridin
on that magnificent animal.

You've heard all about the people who come
out to the track with complicated betting systems. slide
rules and hundreds of dollars in cash.

Well, you've heard everything you need to
know about them.

Because you're not coming out here to make a
fortune. You're coming to spend a great afternoon.

All you need is three dollars and a little com-
mon sense.

{Our Guide to Thoroughbred Racing wouldn't
hurt either. For a free copy write Hialeah Race Course,
Inc., Box 158, Hialeah, Florida 33011.)

Here's a good way to get started. Study the
program. Check the tote board. See which horses are
the favorites. You're down 1o 3 or 4 good possibilities.

Now go back to the paddock and look at them
in the flesh. Here’s where you add instinct to logc. One
of those horses will give you a funny feeling. Trust it

Buy a two dollar win ticket.

When the horses get to the starting gate, you'll
be so keyed up, you won't be able to stay in your seat.

The next minute and twelve seconds are going
to be pure hell

And you're going to love every last second of it

Post time 1:18 p.m.

Hialeah
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Venereal disease got its
name from Venus, the goddess
of love. But that's as far as the
romance goes. VD) can cause
blindness. sterility, brain dam-
age. heart conditions, paralysis
and ultimately death.

VD means principally
gonorrhea and syphilis. Together
they form the most serious com-
municable disease problem in the
United States today.

More than a million new
cases of gonorrhea develop every
year. And in some large cities
the rise in syphilis over a 4-year
period 18 as high as 800%.

Both types of disease
result from sexual contact with
an infected person. Picking up
the germ from clothing, towels
or toilet seats is possible but
extremely unlikely.

if gonorrhea isn't treated
early. it can cause arthritis. hean
condition, sterility and blindness.
The first symptoms are an

inflammation heals itself,
of the genital delud ng the
and urinary tracts person into think-
with a discharge of pus! ing he is cured.

With syphilisa Later he may exper-

painless sore develops on or
near the sexual organs. But it
may also appear on the lips like
a harmiess cold sore. Often it

ience fever, severe headaches,
a measles-type rash, or sores
about the mouth and lips. The
final stage can stay hidden for

4 BLUE CROSS and BLUE SHIELD ¥

The health business. We're not in it for the money.

more than 10 years until the
patient suddenly becomes crip-
pled. develops hean disease,
shows mental symptoms. e
may even ie.

To be cured, venereal
disease has to be treated quick
ly. Which means that anyone
who suspects he may have V)
should see a doctor right away.
True, he risks embarrassment:
but not to do anything about it
is to risk death.

Everyone, from teen-
agers up, should know the facts
about VD. They're not nice.

If you need help or
would like free literature on
venereal disease, write us at
One Smithfield. Dept. HF,
Pittsburgh, Pa. 15222. After
all, if you're healthy, we're
healthy. That's what we're in
business for.

A public service messagr from
Biue Cross of Western Pennsylvania
and Fennsylvania Blue Shieid.
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What mother did for the boy with stories, r)u can do for the man with Birds Eye
re

Insich: every man lives
altte boy whwe didn’t jike his
wegutslies.

There was enly one thity thay
ratshe the vegtetables tolerabie: mother,

Mast her could turn carrots into rabbits
mnd peas into burlod trvusure und make string
tasann power dive from ALED fen.

At Rirds Eywt we never furget that fitthe boy,

That's why we'v: comes ups with 18 tasty vestvdubiv A4
nltunations 8 man can ke, We simply call them Hirds Eye Cominnations ¢
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'nch Green Beans and Toasted Almonds.

=Y = We starter with the simple vixwtahbes of .
- o ke currote aned beans and poes. ot
T Fyve Combinitions aron't like

the visgetabden thut gnve all Use jrroblems to
_\--4-1-1[:9"- musthern.
Wo've contsines] gron pess anmd
® panatins with a Fch creum sauee, Put s
© cheliciorus brown suggar ghuse on the earmits,
Adkdend cTisp, tomatend almonds to vur
Freneh grven beans.
Betore you know it, Hirds Eye
[+ Combinatlons will inspine: sume increditibe
punversstion arsund the dinoer tabis,
@ ik Paon the vepetabien. momOr.
“More vegetables, horey,”

©

Howard Rieger

Pete Berge

Howard Rieger

Pete Berge

Ben Somoroff

Charlie White

Don Marowski

Young & Rubicam International, Inc.
General Foods Corp.

Birds Eyc Combinations. The vegetables mother ever had,
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James Spark
Joseph Horne Co.



F

woyte d
JP COCOA

AARLEM HOLLANWD

BeflCOLsE SARBINES

:

79
Art Director Harry Zelenko
Designer Harry Zelenko
Photographer Steve Manville
Client Pioneer-Moss Inc.



80

Art Director
Designer
Artist
Copywriter
Agency
Client

P& G FATTY CHEMICALS

ARE GETTING INTO LOTS OF

THINGS.

o lace coml e el phmtin. | ™
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Tom Gibson
Tom Gibson

Bob Schulenberg
Charles McGovern
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Compton Advertising Company
Proctor and Gamble
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James Witham

Ralph Moxcey

James Witham

Ralph Moxcey

Milton Glaser

Seymour Chwast

R. O. Blechman

Nelson Lofstedt
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S. D. Warren
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A WARMER WINTER. FROM THE PEOPLE WHO BROUGHT YOU
R (COOLER SUMMER.

T v 0 o a0
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Before you look at their new

ones, look at their old ones.

Before you look af their new
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ones, look at their old ones.

Bob Kuperman
David Langley

John Noble

Doyle Dane Bernbach Inc.
Volkswagen of America



Somehow we manage to tell
people what's going on in the world,
and still make a lot of friends.

We realoy wiih the way hings i

comtned}
S hst in men and women 1810 497
In San Francsco, G 30 rews
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Allan Beaver

James Grashow

Larry Plapler

H. E. Mahoney & Associates, Inc.
ABC Owned Television Stations
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is beautiful
White is beautiful
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i svener from all oves the cramtry that sent hath 0 2 mevareary
vamgugn W hetp erth The caner of eonwsaral b warhesporg

Frank Biancalana
Mabey Trousdel
Mabey Trousdel
Jim Johnson
Young & Rubicam
Armour
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