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INTRODUCTION

The term "Pop® has stimulated a unigue and continuous
dialogue in the past few years. This term was first introe
duced by Lawrence Alloway in 1954, znd it was originally

intended to be used to refer to the popular culture at that

tlme.l

What 1s this popular culture? It is, on the most gen-
eral level, the culture of the present. This popular culture
is our culture, the culture of the middle class man, that non-
definable utopia of our time. It is not a definite soclo-
economic level, but rather a dream or a standard of excellence
created by the advertising industry.

As the power and scope of advertising has increased, a
corresnonding increase in our materislistic, object-centered
environment can be seen., The advertising industry has this
middle class 1aeology as its basis. The industry has pre-
sented the popular culture to the masses, and the masses have
acoepted and assimllated it.

This popular culture, or middle olass ideology, has
Ainfluenced another group, and the term Pop has been given to

them. The Pop artists, as they are called, have taken this

lpawrence Alloway, "The Development of British Pop",

§gn_é;§, ed, Lucy R. Lippard (New York: Frederick A. Praeger,
NGy 1966). Pe 28.



middle oclass culture and its object-centered environment,
and have presented it to us in a new and striking manner,
They have lifted our every day to the level of art.

The middle class man and his environment are evident in
both Pop Art and Advertising. The inner thread that binds
the interrelationship between Pop Art and Advertising is the
popular culturej the middle class ideology.



CHAPTER I

ADVERTISING: ITS BACKGROUND
AND PHILOSOPHY
In attempting an evaluation of the role of advertising
in modern Ameriocan l1life, one must consider briefly what
advertising is, what it does, and what function it serves in
modern soclety.
Advertising is mass pald communication, the
ultimate purpose of which is to impart infor-
mation, develop attitudes and_ induce action
beneficlal to the advertiser,l
When we attempt to put into words a description or a
definition we are, in effect, engaged in persuasion, that is,
the communication of opinion or ideas to other people.
sscadvertising may be regarded as a vast appar-~
atus of persuassion by which the eyesa and ears
of the public are assailed with cunning induce-
ments to do this, or to buy that, or to think
favorably of the other....The information given

by advertisements 1s generally only incigental to
their main purpose, which is persuasion.

Advertising can generally be sald to be synonymous with

socliatio L Nat al Adve 3ers, Bussel H. Colley,
ed., "Definihg Advertising Goals for Measured Advertising
Results” (New York: Assoclation of National Advertisers,
1963), ,p. 51.

Lelise W, McClud and Paul C. Pulton, ﬁ%%%ﬁ¥1g;ggﬂla
the Printed Media, (New York: Macmillon Co., s Do
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America. Its earliest attempts were a mere imitation of
English advertising. Advertising in early America resembled
news stories in appearance’ single column with small type, a
few dradb pilctures and scarcely any blank space to emphasize

the printed matter. Because few advertisements appeared in
each issue, the reader probably found and read them. (Plate I-1)

Ag time went on the usefulness of advertising became
apparent and more and more advertising appeared in print,
until today the periodical is mostly advertisements. Each
advertisement had to compete for the reader's attention with
a multitude of others. It had to draw attention to itself
and present 1ts message for gquick, easy reading. For this
reason the format of advertisements had to change. It began
to be put together with 1llustrations, contrasting type sizes,
and areas of blank space. ' B

Because 1llustration had not yet learned to tell a
selling story, the copy had to. Words dominated the space,
words set in just the right point type surrounded by magni-
ficent borders. Layouts were created to illustrate copy, not
to have a purpose of their own. (Plate I-2)

This situation existed prior to 1930, but Dada, Surreal-
i8m, and Cubism hed given the art world a violent shaking up.
And these movements and thelr contributions to art began to
affect advertising design.

Art direction in American advertising was happlly
unaware and firmly planted in tlhe status quo., All the while

the audience was moving far ahead of the advertising industry,



Plate I-1
A COFFEE-HQUSE ADVERTISEMENT, 1731



W HERE AS other Coffee-Houfes, and other Pxb-
lick Houfes, take of thurr Cuftomers 8 s. for a Quar
of Arrack, and 6 s. for a Quartof n or Brandy made in-
to Punch, fo that it is now berome
out the Town, and {eldom lefs 4
be had : Therefore, for the betér accommodating all Gen

men, that arg Lovers of Pundh

?
Thisist
That I have opened
Houfe and Punch Houfe, (T wg
betore my Door,)

\(‘ the f1 IJ" % ¢ 1 B g-il \‘ : 1!.’“.:-
m Brandy, & ade nto Pr with thg

A Quait of Rum or Brandy made into Punh for 4s. and
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Quarternfor 3 d. And Gendemen may have it as foonma

’

18 2 Gill of Wine can {rawn, with the baft of Eating,
daton.

afion’d many s

to poflfs Gentlcmen with fuch an O pinion, that the Liquors
by me ufed arc not good The Publick is hereby affured,
that I buy my Goods on the Keys, and atthe beft Hand, with
Ready Money, and am at t > provided with as well-

hofen | i any in Town,

will t is rmported . But what
i3y of the Truth hereof, is, (rot onlj
by 1 ment I meet with) that the Sherbet is
W v i, ar 1m, or Arrack
12 the eafure, fo the Ny €.ther in
Quantity or Quality ; 1 appal to
all Gentlemen who hay nour to call ae

my Houle.

Fames Afbley.

Publick Po

[For the Informat o
L

T HAT Charles Ly

saLeM Wagur

Wil Coffee - Houft,
Guildhall Coffee-Houfe,
Honte, Birchin-Lan
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Plate I=2
NATIONAL BUSGCUIT CO. ADVERTISEMENT, 1899
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Which seemed to be standing still and talking down to the
people.

The 1930's set advertising design into motion. A small
group of art directors began to stir the pot. They wWere giv-
ing new strength to American advertising art.3

World War IT wre the turning point of the art of com-
munication into a new science. The Armed Forces called on the
most brilliant educators and advertising personnel in the
country to set up training programs and propaganda units. To
make their message more memorable, these men applied the
scliences of psychology, semantics, and sociology to training
and propaganda. The concept of ®"Show and Tell" was carried
to a new dégree of sophistication. When the advertising
industry saw how effective this kind of exposition could be,
the adoption of these principles to advertising became
inevitable.

After the Second World War, advartléing was 99t really
necesgsary to sell a product, because there was what is con-
monly called a "seller's market." Advertisements tended to
be arty, pretty, and not really selling messages. When pro-
ducts became plentiful and advertisers set out to sell again,
the look of the advertisements changed.

The 1950's brought the reportage or edlitorlal photograph

to advertising. The elegant magazines, such as Vogue and

Fortune, brought about this influence. Their editorial art

directors had more freedom, and they were quick to experiment,

3Tnterview with Frank Rada, Janis Martine and Company,
Inc., December 27, 1966.



to use untried layouts and new techniques. They initiated the
Wwhole new concept of starting an advertisement with a plcture.

All this time the buyer was becoming more sophisticated.
Advertising had to adjust again; advertising personnel had to
be better poets and better artists than ever before.

Today the advertising industry is looking f~r new people
with their own special talents, Advertising has generally
been kept behind the times, and what is current is never used.
Realistic pictures were used in advertisements in the 1920's
and the 1930%s at a2 time when artists were being non-objective,
startling, and deeply concerned with feeling. The industry
belleved that advertisements simply could not use the world
a8 the artist saw it to sell goods. Because of the advances
in psychology and marketing research in regard to consumer
motivation and buying habits, advertising began to want to
express feelings and emotions and essences of ideas, while the
artist was off somewhere else. A leading graphic designer,
Sutmar, in a magazine intervies had this to sayt

seeUeSe advertisers now helleve that the
American public's taste has improved to the
point where it willl be demanding quality and
variety 'not geared to the average.,' He adds
that the new market 1s not likely to be
satisfied with the boredom that breathes from
any form of information whlc& reflects nothing
more than everybody's taste,

Advertising is striving to stay on top. A moving trend
seems to be evident; print ads will be all picture, like T.V.,

u'New Graphio Design Jazzes Up Ads,™ Business wWeek,
August 12, 1961, p.1ii,



_the bigger and brighter, the better.” (Plate I=3)

It 1s interesting to observe the dramatic
expression of this myth intensify over a
thirty-year period as techniques of per-
suasion improve, color is more andémore
subordinate to non-verbal devices.

The Volkswagen campaign, by common consent, is great
advertising. It demonstrates a trend to bring more impor-
tance to the illustration. More and more companies are
realizing that the 1llustration is an effective selling tool
in itself, Just as good as the written word.

The philosovhy of asdvertising is a changing thing, but
this change has been slow and the prodess is 8till slow. The
processes through which art came to be recognized as an
egsential basic factor in advertising are very much like the
processes through shich any radical change is forced into
business of any kind. There has always been a striving for
the status quo, and to a point there are still leanings to-
ward it, but this rigid point of view is relaxing.

Advertising has always looked upon itself as a leglti-
mate and necessary economic tool. The advertising industry
belleves that advertising, being a tool of business, is as
necessary to the American economy and as respectable as
banking or the law. The advertising industry has had one

of the major parts in creating the environment we live in.

5
Prank B.ada, &2%- g;zo
6Jchn P. 8isk, "The Mirrors of Advertising,"
Commonweal, LXXIX (March 13, 1964), p. 708,



Plate I-3
HUNT*S CATSUP ADVERTISEMENT, 1967
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If we ddt sirﬁer down look like this.
as much as 2 Ibs. of tomatoes

for every bottle,




Advertising and marketing represent a unique conblnation
of art and science. The advertising business draws from many
areas of knowledge and talent, including all the soclal
gsciences and all the fine arts. Economists, sociologists,
mathematidians, music composers, artists, medicsl doctors,
writers, researchers, and even pretty girls are all employed
to make advertising more effective.

As the preoccupation with the creative process increases
anong business men and sclentists, there is wider acceptance
of the faoct that the deductive, slide rule approach to a
problem can produce only mediosrity. There is greater rec-
ognition of the fact that the creative process may and can
be applied productively to any business activity. The
utilitarian objective of the creative process may be to ren=-
der aesthetic pleasure, as with a painting or sculpture;
but 1t also may be the development of a more effective mouse
trap or more effective advertisement. All are the result of
the creative process.

Graphlic communication is a language, a special language
that employs art for its grammar. It is the idiom for
advertising. Everywhere we look new symbols are being estab-
lished. As ne# objects become recognized, they become psrt
of the advertiser's vocabulary of aymbols.7 Every new
object that becomes part of our general usage may be used by

the advertiser in a context to get his message across better,

7Frank Rada, L_O_Qo cit.



faster and more succinctly.

The advertiser finds the symbol that delivers an
instantaneous message, places it in proper context, and then
uses art princinles to make the context more meaningful. The
context adds nes depth of meaning to the image and strength-
ens the original symbolism. Find the right symbols then turn
it around to make 1t surprising. The artist, like the poet
or playvrite, praotices the fine art of exhibiting the obvious
in an unexvected and sometimes terrifying way. (Plate I-4)
The advertiser tries to add a ecommunication to the symbol
that 1s already there; in other words he is a manipulator of
symbols.

»The role of advertising has alsays been to oreate
change, to stimulate demand, and to foster a stream of new
products. The things advertising does, and the way it does
them, are legion, but in the end its effectivenass can be

summed up in this statementt "It mekes things happen."e

BPrank Rada, Ibid.



Plate I=~#
7up ADVERTISEMENT, 1967
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CHAPTER II1
POPt THE OBJECT CENTERED ART

FPor several years, certain people had been wailting for
a movement that would challenge Abstract Expressionism. The
public had been dissatisfied 41th the seemingly ysolated and
apathetic aspects of this movement. Our socliety had been
conditioned to an environment of the object, and we were
advertisement (object) oriented, but the Abstract Expression=
1sts would not conceed this fact. The *lvory Tower®
philosophy and the abstract wWere companions in the Abstract
Expressionist's torld. A new movement, Fop Art, (if it oaﬁ
be called a movement) weakened thls *Ivory Tower® by deliver-
ing images gstralght from the supermarket, funny papers, and
billboard advertlsing.

Rezction to thls new movement has been strong at both
extremes. They have been damned and praised as a group move=
ment even though each artist had developed his own idiom
independently of the others.

Pop artists as a group ghare the desire to stimulate
perception through the manipulation of banal objects. At
this point the group gimilarities end, for each is a person=

ality, has attitudes, and technigues qulite different from the

others. There exlists in their work a common point of reference,

1k
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Plate 1l-1
PALLANTINE ALE CANS, Jasper Johns






the object, or commonplace objects that exist all around us.
Our society has been bombarded by this materialistic phenom-
ena of the object., In every direction, we see these objeots
incorporated in billboards covering the landscape, T.V.
advertisements, and in row upon row of products stocked on
the shelves of supermarkets all over the United States.
(Plate 1I=-1)

These objects have meaning for us, because we have been
brought up in a society that accepts and condones these
objects. Billboards, T.V. advertisements, products, and all
material objects have added up to a powerful and persuasive
imagery.

We live in an urban society, ceaselessly exposed
to mass media. Our primary visual data are for
the most part secondhand. Is it not th&n logleal
that art be made out of what we see? Has it not
been true in the past? There is an Ogden Nash
quatrain that I feel is apposite:

I think that I shall never saee

A ¥1llboard lovely as a tree ~

Perhaps unless the billboards fall

I'1]1 never see a tree at ull.
Well, the billboards haven't fallen, and we can
no longer paint trees with contemporary relevance.
8o we paint billboards.l

A unique passion for the object is shown by the Pop
artist. The Pop artist's essential quality is a willingness
to accept anything at face value, in the light of its poten-~

tial for enrichment and elaboration. It is possible for the

1Petar Selz, "A Symposium on Pop Art,™ A a N
XXVII (April, 1963), p. 37.
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artist to enjoy an object as subject matter because he uses
it, even though it has not been accepted as an aesthetic
object by those who control the art hierarchy. The Pop artist
enjoys using these banal objlects because they offer him a

fresh image that he can present.

To put it as simply as possible, because the

new artists have brought thelr own sensibilities
and their deepesat feelings to bear on a range

of distasteful, stupid, wvulgar, assertive, and
ugly manifestations of the worst side of our
society...instead of rejecting the incredible
proliferations of E;;ggg which provides the
visual environment and probably most of the
esthetic experiences for 99 percent of Americans,
these new artists have turned with relish and
excltement to what those of us #ho know better
regard as the wasteland of television commercials,
comic strips, hot-dog stands,...s8lot machines,
and supermarkets,

In his use of these banal objects, the Pop artist does
not arbitrarily place hig own value jedgement upon 1its meaning
or use. There is no social commentary conneocted with his use
of subject matter. An objeet is not good or bad, rather it
has intrinecic value as a component of our environmental
imagery. HRHoy Lichtenstein believess

Outaside is the world; it's there. Pop Art
looks out into the worlds it appears to accept

its enviro%ment, which is not good or bad, but
different.

2A1an Solomon, "The New Art,* ggg New &¥§, ed. Gregory
Battcock (New Yorks E, P, Dutton and Company, Inc., 1966),

PPs 71-72.
+R. Swenson, "™What is Pop Art?s. Answers from 8
painters, part L* Art News, November, 1963, p, 25.



In Robert Indiana's opinions

Pop 18 live in that it accepts all...all the
meaner agpects of life, vhich, for various es-
thetic and moral considerastions, other schools of
painting have rejected or ignored. Everything

is possible in Pop. Pop is still pro~-art, but
surely not art for art's sake. Nor is it any
Neo=Dada anti-art manifestation: its participants
are not intellectusl, social and artistic mal=
contentg with furrowed brows and fur-lined
skulls.

It is on the middle class level that the content and
techniques, and the big audience of Pop are standing. At
this level the middle class coumonplace joins Pop Art by
way of a virtually mutusl frame of reference. Pop Art is
rooted in, and unique to the middle class soclety <here its
content and outlook 1s derived. The art of the middle class
has been advertising and the commercial media., Advertising
techniques have become the brush and paint for the middle
class observer,

He (Pop artist) very often cedes his authority

to chance--either as he produces his object, or

as it is exposed to the audience w~hich is expec-

ted to complete his process. The recent pop

artist 1s the first artist in histnry to let the

world into his creative compound without protest.5
Bobert Indiana realizes that Pop 1s the art of the middle class;
the vocabulary of the middle class is its language.

L
Ibid., pe 27,

SPeter Selz, Log. git«, Pe 39.
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Its (Pop) comprehension can be as immediate as

a Crucifixion. Its appeal may be as broad as 1its
range; it 1s the wide-screen of the Late show.

It is ngt the Latin of the hierarchy, it is
vulgar.

The middle class senses are stimulated in a visual

rather than an intellectual way. The Pop artist, #ho is a

part of this middle class, appeals directly to the senses.
Unlike the Abstract Expressionist, who deals coméiéﬁéiy Qith
the abstract, the Pop artist desls with the °°n°??§?wiﬂﬁﬁﬁ:,
The Abstrect Exﬁ;;;;1651;£;;M;é;;;;;MQ%“their abstract imagery,
built a barrier between themselves and the public. No common
frame of reference existed between the artist and the public.
This Pop art seems to make an absolute attack on all of art's
presently established convictions. But isn't it our problem
for not being able to move ahead and accept new concepts?

The feeling of security one receilves from acceptance of
tradition is hard to relinguish for the insecure acceptance

of anything nes. These new# artists make no aggressive inten=-
tion about aestheticsi rather they present their work w€ith

a certaln blase attitude, «ithout any reference to complex

abstract ideas. The Pop artist sants the public to be a

part of his creation. This concept has even been carried to
such an extreme that the artist sants the public to be able
to do the work. Andy Adarhol 1s such sn artist, and he is

striving to make his work as machine~llke as possible.

6G. R. Swenson, Lo¢c. cit., pe. 27.
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I think somebody should be able to do all my
paintings for me. I haven't been able to make
every image clear and simple and the same as the
first one. I think it would be so great if more
people took up silk screen so that no one would
know whgther my picture was mine or somebody
else's,
Almost unaltered objects comprise the Pop artist's work.
_The objects are isolated from their commonplace surroundings,
and are presented torthgﬂpupl;guip“g unique and somewhat
striking way. The Pop artist displays objects in 1isolation,
in other words, a manipulation of context. This manipulation
takes the object and turns it around to make it surprising.
(Plate II-2) In an article about contemporary art, Leo

Steinberg talks about this aspect of Pop Arts

But in thelr new works, the subjects were over-
whelmingly oconspicuous, if only because of their
context. Hung at general headquarters, a Jasper
John's flag might well have achleved invisibility}
get up on a range, a target could well be over-
looked, but carefully remade to be seen pglnt-blank
in a gallery, these subjects struck home,

So far as the real interests of most people are concerned,
Pop Art might be the mirror of our age. We are not faced with
a rejection of art, but in e more optimistic sense we are pre-
sented the domain of art amplified. Whether Pop Art is art or
not, it presents a quality of common experience strangely

tranasformed.

"Ind., p. 26.

SLeo Steinberg, "Contemporary Art and the Plight of Its

Public,” gna New Art, ed. Gregory Battcock (New Yorks E, P,
Dutton and Company, Inc., 19656), p. 39.
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Plate 1I-2
LANDSCAPE NO. 5, Tom desselmann
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Plate II-3
THREE PLAGS, Jasper Johns
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CHAPTER III

AN INTERRELATIONSHIP BASED
ON THE MIDDLE CLASS

In Chapters one and two a short background and philos-
ophy of Advertising and Pop Art were presented. Their
combined concepts have presented quite a few similarities
which substantiate the hypothesis that there is an intere
relationship between Pop Art and advertising, and that this
interrelationship has as its foundation the common frame of
reference of the middle class man.

Pop Art and advertising have had a great influence upon
each other; it has been a reciprocal influence, Pop has
taken from advertising and advertising in turn has taken from
Pop. Advertising has been responsible for the creation of
an environment of objects, the so called American middle class
environment. The Pop artist has taken what advertising has
created, and in turn presented it in a new light. The Pop
artists have adopted the objects and the techniques of the
advertising industry, but employed them in a new and striking
Juxtaposition of ideas and situations.

Pure Pop culls its techniques from all the
present day communicative precesses; it is

Wesselman's T.V. set and food ads, Warhol's
newgpapar and silk-«screen, Lichtenstine's

23



24

comics and Ben Day, it is my (Indlana) road
signs.l

The most striking relationship between Pop Art and
advertising 1s their superficial appearance. Both present
the banal objects of our society. Their’suﬁerficial
appearance 1s quite evlident, since gpey handle the same oblects
in the same technlca; manner. The advertising agenoy has
always heen concerned with the materialistic aspeotg of our
gociety, and especially the object. When the valﬁe‘of art
became apparent to the advertising agency, the picture or
illustration became one of the adverblser’g most powerful
means of presentation and persuasion. The advertiser has
presented these objects, and in so doing has created a common
frame of reference for the middle class man. The middle class
man has been exposed to this blitz oampaign, and an objlect-
centered environment evolved that condoned these objects and
their presentation.

The Pop artist has been brought up in this object=~
centered society, and a few have even worked in the advertis-
ing industry as artists. Man is a direct product of his
environment and heredity, therefore the Pop artist is a direct
prcdust of his environment and heredity. Supermarkets, bill-
boards, funny papers, hotdog stands; and T.V. have become

meaningful subject matter for them, just as still 1life and

16. R. 8wenson, "What is Pop Art?s Answers from 8
Painters, part I," Art News, November, 19 3, Pe 25
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landscape was for the 19th Century artists.

The problem of what is Art has an effect on the inter-
relationship of Pop Art and advertising. The question, what
is proper subject matter for art, has a great bearing on this
interrelationship. We as a society, and the ‘hcademy™, have
accepted the "still l1life®™ as proper and acceptable subject
matter for a work of art, but We do not accept the still
life of the Pop artist. When the still life was first pre=-
sented it caused a tremor in the Art world, and it ran up
against the same objections as Pop Art does now, It was
unthinkable, it had never been donej these objections were too
common. The fruit, fish, bottles, and flowers were the banal
objects of that period; the soup can, the beer can, the bill~
boards are ours. The 19th Century artist painted those things
that had meaning for him; the Pop artist does the same,

Our food stuffs come in cans and boxes, pop and beer
conmes in cans, trees and flowers are hidden by billboards.
Why paint the tree or the flower? They are hidden by hun=-
dreds and hundreds of blllboards. We no longer see the tree,
the flower; we see the billboard, so paint it. The billboard
has meaning for us. It is the landscape of our object-
centered environment.

The striking visual similarities between Pop Art and
advertising are just superficial, since their attitudes
toward these objects are different. The advertiser persents

his objects with a great deal of emotion. He says it is good
or even the best of its kind, while the Pop artist's work 1is
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void of this emotion. He strives for a non-emotional
approach to his work and the objects he presents. He does
not say it is good or bad, or the best. The Pop artist
simply says, it is.

Andy warhol, a leading figure in the Pop movenment, was
also in the advertising fleld. He has commented on the
non-emotional aspect of Pop in the following ways

The reason I'm painting this way is that I want

to be a machine, and I feel that whatever I do
machine~like is what I want to do.

No, it Wasn t. I was getting P for it and
did anything they told me to do. If they told
me to draw a shoe, I'd do it, and if they told
me to correct it, I would---=I*'d do anything
they told me to do, correct it and do it right.
I'd have to invent and nod I don't; after all
that correction, those commercial drawirgs would
have feelings, they would have style. The
attitude of those who hired me had feeling or
something to 1t....The process of doing work in
commercial art was machéne~11ke, but the atti=-
tude had feeling to it.

In a like manner the Pop artist and his work have
influenced the advertising industry. It 1s not as profound
an influence as that which advertising has on Pop Art, since
advertising is Pop, but Pop 1s not adveftising. As has been
stated previously, advertising has created our.materiallstlc,
object~centered environment, which Pop has used as 1ts basis.

Nithout this environment the Pop artist has no basis or
foundation to build upon; it lacks its stimulus. The Pop

zIbld- ¢ Poe 26,



movement is influential in that it is a technical refinement,
It has demonstrated the unbelievable influence and power of
visual communication which 1is vold of words. The advertising
industry had learned from the Pop artist and is now applylng
this knowledge in their ads. It has adopted the Pop artist's
sophisticated handling of the object, design, and juxtaposi-
tion. When studying advertising, a trend seems to be devel=
oping, a trend leading to a pure plctorial advertisement.

The Volkswagen advertisements are an example. If you look

at these advertisements, the picture can tell the story.

Even though advertisements do employ copy, there is a definite
trend to fewer and fewer words. A good example is the
Anheuser Busch Inc. advertisement of the Bud Beer label.
(Plate I1II-1) Remove the words, put it on a canvas, frame 1it,
and you have a work of art. It's Pop.

If Pop Art is art, then advertising can also claim to
be art. The Anheuser Busch Co., Inc. ran a tWwo-page spread,
featuring thelr team of horses. Send in a $1 and receive a
copy of the print, words removed, sultable for framing. The
question arises what is art, or what is art for the middle
class man? The closest thing to art the middle class man has
13 the 1llustration and plcture he sees in advertising. It's
art #lth words on 1t. (Plate III-2)

Another interrelationship is apparent in that advertis-
ing and America.cen generally be sald to be synonymous. It

ig2 en American institution that has produced a common frame

of reference that i1s unmistakably American., In the same
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Plate III-1
BUDWEISER ADVERTISEMENT, 1966
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Plate Il1I-2
SUNOCO QIL ADVERTISEMENT, 1967
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vein Pop Art can be gald to be synonymus 4ith America. The
Pop artist has taken this frame of reference, Amerioca as we
know 1it, and presented to the world an art form that 1s one
and the same Amerlcan,
Both Pop Art and advertising sell, because the
selling of an object 1s inherent in both. The means of
selling are also alike., The purpose of advertising 1is to
make things happen--=buy our product. Pop Art is gelling
jtself, it 1is trying to make things happen~-~accept us and
our work, our objects, and our techniques. Mr. Stanley Kunltz
in the Pop Art Symposium at the Museum of Modern Art came up
#ith an analogy to the growth of Pop Art which I think
explains thils point.
How does one explain the overnight apothesis not
of single lonely artist but a whole regiment
Wwearing the colors of pop art, for whom the
galleries and the museums immediately open their
doors, and the collectors their pocketbooks?
The best analogy 1 can think of is a blitz campaign
jn advertising, the object of w#hich is to saturate
the market #ith the name and prasence»--of a
commodity. “Repetition 1s reputation”, sald one
of the great tycoons of Ameriocan industry.
Advertising has always considered itself as being a
legitimate tool of our society. Pop artists in the same wWay
pelieve that #hat they are doing 1s legltimate. They do
what they do because they bvellieve 1t has meaning and validity

as an art form. In defense of the subjects used in Bop Art,

3?eter Selz, "“A Symposium on Pop Art™, Arts

Magazine, XXVII (April 1963), pe 26.



Robert Indiana stated the following:

When the remains of our civilization are dug up
in a thousand years,... 1t will be our washing
machines more than the contengs of our museums
that will define our culture.
Going back to the concept of Pop as American, wWe can see that
what they do and present to the world 1s "America 1960's"™
which advertising has created.

Find the right symbol then turn it around to make it
surprising; this statement can stand adequately for Pop Art
and advertising alike: The advertiser is always concerned
_#ith getting the reader’s attention. He has to get the
reader's attentioni if he doesn't his advertisement is of 1little
value. The advertisement has to compete with other advertisg-
ments for readership.. To do this the advertiser strives to
_gain attentlon through surprise, (Plate I-4) The Pop artist
also relies on the element of surprise by taking objects and
transforming them into a striking and surprising visual
presentation. (Plate III-3) They both develop a presentation
which ls completely blunt and shockingly straight to the points
we can't help but see it.

In sunmary, advertising and Pop Art have their
foundations rooted in and are unique to the middle class

Anerican. Advertising has played a vital part in creating

this materialistic object~centered middle olass environment.

uDorothy Gees Seckler, "Folklore of the Banal®,
Art in America, Winter 1962, pp. 57-58.



Plate I11I-3
FOUR CAMPBELL'S SQUP CANS, Andy Warhol
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Through 1lts great influence, gdvertising has presented to
the middle class man & standard of excellence which the
American man strives, consciocusly or unconsciously, toc reachs
The Pop artist has taken this environment and transformed it
into a sophisticated visual presentation of the middle class
America.

The object, the element of surprise, the hard and soft
sell, the techniques, the striving for legitimacy, all these
being synonymous with America intertwine to establish an
interrelationship between Pop Art and Advertising, which is

rooted in, and unique to, the middle class man.
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