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INTRODUCTION

In 1994, Margarite Dudley, a former Ziegfield Follies dancer, contacted me about some items of

her husband’s that she wished to donate to Lane Community College’s graphic design program.

I had met Mrs. Dudley three years prior when she called to donate some of her husband’s art
supplies to the program. Although I never met him, I knew her husband had been an art director
for the Phoenix Metal Cap Company in Chicago for 44 years. And from the items that were
donated in 1991 (a 1934 pocket pal, brushes, pens, and a few books), I knew that Byron had been
an Old School (that is, pre-computer) designer.

When I arrived at Mrs. Dudley’s tidy North Eugene home in 1994, I learned that Byron had

died that year. Mrs. Dudley then showed me a cardboard box full of bulky manila envelopes

that Byron had taken with him when he retired from Phoenix Metal Cap. In each envelope were
dozens of original spot illustrations by someone named Elmer Jacobs. Apparently all of the
illustrations were done for the Phoenix Company’s in-house promotional magazine, The Phoenix

Flame.

I immediately told Mrs. Dudley that I would be happy to take the whole box but she said that
representatives from the University of Oregon and Maude Kerns Art Center would be coming
over for some of the illustrations later on. She then left me alone in her den where I went through

hundreds of immaculate, little, gouache illustrations, picking out the ones I was drawn to.

Over the next decade I tried to find out something about the artist, Elmer Jacobs, but it was
difficult. He was included in a few award annuals from the New York Art Director’s in the 1950s
and there was mention of him on the Internet as the designer of the 1954 Easter Seal. And that

was about all.

In 2000, however, I had a breakthrough of sorts after contacting Walt Reed at Illustration House, a
New York illustration gallery. Mr.. Reed sent me a photocopy of the following notes scribbled on

an index card:



JACOBS, Elmer [Illustrator, painter, lecturer, designer; typographical design] b. 1901
Streattor, IL. Addresses: Chicago, IL. Studied: Moholy-Nagy, Schroeder, Gyorgy
Kepes. Member: Soc. Typographic A.; A. Gld., Chicago; Am. A. Group; “9” Illustrators;
Palette and Chisel Acad. FA: 27 Chicago Designers; Soc. For Sanity in A. Exhibited:
Awards: prizes, AIGA, 1937-1939; Direct Mail Advertising Assn., 1937-49, also plaque,
1945; Soc. Typographic A., 1935-37, 1945; A. GId., Chicago, 1941; Indst. Editors Assn.,
Chicago, 1942-45; Carey-Thomas nat. award. Comments: Illustrator: “Anthology of the
Flame,” “Qwert Yulop,” “House of Morrell,” and others. Designed 1953 Christmas Seal.
Contributor to Print magazine. Sources: WW59; WW47,

This information, which I later discovered was copied verbatim from Who Was Who in American
Art, was about all I had time to dig up for the next five years. It wasn’t until 2004, when I was
approved for a sabbatical leave in Spring term of 2005 to research Mr. Jacobs, that I went back to

my research in earnest.

This is a report on my findings. In it you’ll discover who Elmer Jacobs was (and who he wasn’t),
what his place is in the history of illustration and design, and the estimated value of the artwork in
the Graphic Design Program’s collection. In the process you’ll also learn about the transition from
commercial art to graphic design in this country, the unique role played by the City of Chicago in
20" century American design, an interesting oddity called the Sanity in Art Society, the attempted

coup on the White House in 1937 and more.



“There is no mystery about Art.
If you have an inclination in this direction, you should cultivate it.

Become an lllustrator and you will never want for work.”

Brochure produced by the Correspondence Institute of America, c. 1900

I. So, who the heck was Elmer Jacobs?

Good question.

Elmer Jacobs is not listed in any of the comprehensive histories of American graphic design or

illustration.

A member of Chicago’s Society of Typographic Arts, he wasn’t mentioned in the Society’s 1977
book, 50 Years of Chicago Design. Nor was he included in the recent Chicago Design Archive
historical website. His year of birth is listed (by various sources) as 1900, 1901 and 1902. None

of these sources record his date of death.

Internet searches don’t reveal much more other than the fact that “Elmer Jacobs”, surprisingly

enough, is a far more common name than one would suspect. Over the years it has been born by:

* A 6’07, 165 pound major league pitcher who played for the Philadelphia, Pittsburgh, St. Louis
and Chicago between 1914 and 1923.

* A prominent, turn of the (twentieth) century architect who worked from West Virginia.

* A contemporary “set constructor” for such films as The Pillow Book, Amnesia, and Silent

Witness.

In fact, it wasn’t until a chance encounter in 2004 led to the discovery of an Elmer Jacobs Archive
in the Newberry Research Library in Chicago, that I was really able to piece together the puzzle

that was Elmer Jacobs.



“As a boy, I knew a simple rural life. The farmer kept his land and buildings uncluttered that he
might go about his work more efficiently. Our conversation was with those who led simple lives,
who questioned anything which [sic] smacked of overstatement.

So 1 guess a lot of this molded my thinking.”
Elmer Jacobs, 1951

II. LirE ON THE PRAIRIE

Elmer C. Jacobs was born to Scotch-English parents on May 9, 1901 in Streator, Illinois, a small
farming town 94 miles from Chicago. As described in an article that appeared in the Streator

Times Press in 1937:
The Jacobs family resided in a pretentious home at the corner of Sterling and Hickory
streets where the Streator Telephone Company now stands. It was there that the large
family of boys and girls were reared. The oldest of these was Joseph. Maude was the
eldest daughter. Elmer was among the younger children . . . Mrs. Henrietta Mallet of
1913 E. Bridge Street is a sister of Mrs. Jacobs. Mr. Jacobs conducted the Variety store
on East Main Street, where the children of that day well remember haunting his store
which always carried such a fine assortment of toys, marbles, jacks, sleds, in fact what all

youngsters covet.

Elmer’s father died when he was young and in 1908 his mother moved the family to nearby
Grand Ridge where his older brother became manager of the Grand Ridge office of the Streator
Independent Telephone Company. Grand Ridge, an even tinier Illinois village located some 120

miles southwest of Chicago, was to have a lasting influence on Jacobs’ life and his art.

Over the years, Jacobs spoke and wrote frequently about Grand Ridge. In 1954, he wrote and
illustrated an article for the Chicago Tribune Magazine titled, “My Favorite Town: Grand Ridge.”

“Grand Ridge, Illinois,” he wrote, “was the village of my boyhood. Something about it has
remained with me through all the time I’ve spent in the city and has been an inspiration when life
appeared complicated. It’s something of the feeling you get in turning your thoughts to Abraham

Lincoln. Like him, this little village always seems to face life with a calm strength.”



“In the late nineteenth century, Chicago became a center for commercial printing
in the United States, second only to New York.”
Paul Gehl

“Even though New York City has always been the center of American publishing and
broadcasting, Chicago became, by the beginning of the twentieth century,

the heart and soul of American advertising.”
Quentin J. Schultze

III. How You GoiNG To KEep THEM DowN ON THE FARM?

When he was 14, Jacobs moved to Chicago, undoubtedly the Big City of Choice for an
ambitious, Midwestern farm boy. Fortunately, Chicago, second only to New York as a national
communications center, was an excellent choice for someone with the dual interests of art and

making a living (as described in Appendix A).

It was here in the Windy City that Jacobs turned a life-long interest in art into a series of jobs as a
sign maker, letterer, and advertising artist. A listing in the 1923 Chicago Directory, for example,
listed his occupation as “la/o” (layout artist.) He also found time during this period to take a wife

(Bernice, nicknamed “Bunny”) and father a son, Robert.

In 1937, however, four years after a group of conservative millionaires tried to take over the U.S.
government (as described in Appendix B), Jacobs found himself in a mid-life crisis. As described

in a 1939 article about him in the Inland Printer magazine:

A couple of years ago, by his own admission, he was “just another commercial artist,”
trying to carry out everybody’s and anybody’s ideas, following a rut that had not changed,
broadly speaking, in the last fifteen or twenty years.

Despite the grave effects of the Great Depression, Jacobs felt optimistic about the future. He
predicted that the Depression would end soon and when it did it would usher in a new era in
commercial art. Savvy business owners would reverse the tight budgets and creative restrictions
imposed by the Depression and market and advertise aggressively. Jacobs decided to target these
higher end clients by establishing himself as a creative designer/illustrator who understood the

value of design in business.

An important part of Jacobs’ strategy for success was an aggressive and ongoing public
relations campaign. Jacobs took every opportunity to communicate the new image of himself as
professional, successful and uniquely talented. He interrupted vacation trips with Bunny to set

up interviews with obscure local newspapers. He sent elaborate media packets promoting his fine



art exhibits to the newspapers for both of his small hometowns, Streator and Grand Ridge. He
provided reporters with media kits containing not only photographs but also copy (often written
by Harry Higdon, of the Phoenix Flame, or other writer friends) for their stories. When he ran
into illustration legend Lynd Ward and wife on a trip to the Southwest, he turned it into a photo

opportunity, showing the two of them side by side, and a press release.

Jacobs also took at every opportunity to pontificate in print on art and design. A selection of

newspaper clippings in his archives tells the story quite clearly:

“Imagination of Top Importance in Field of Art, Designer says”
g p 1mp
Dayton Journal
November 22, 1946

“Contributions of Art to Economic Order Are Cited”
Rockford Morning Star
March 2, 1948

“Much of Today’s Art Called Phony by Famous Illustrator”
Colorado Springs Gazette Telegraph
June 17, 1951

Jacobs also hit the lecture circuit, speaking at (among other venues) the Photographic Society of
America’s convention, the Southwestern Association of Industrial Editors convention, and the

Minneapolis Society of Artists and Art Directors..

Last of all, Jacobs made sure his presence was felt in the trade magazines of the day. Among

the publications that ran feature articles on him were American Artist (November, 1949 issue),
London Studio (November, 1939), The Morrell Magazine (1949), The Artists Guild of Chicago’s
News Bulletin (August, 1951), and The Inland Printer (January, 1939). Again, many of these

articles were written by his friends, including Higdon and P. K. Thomajan.
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“Good design is like a friendly handshake . . .

it’s a door opener to understanding.”
Elmer Jacobs

I'V. A CAREER IN THE MIDDLE
(oF THE COUNTRY, OF THE CENTURY, OF THE PROFESSION)

In many ways, Elmer Jacobs career was shaped by changes, both cultural and technological, far
beyond his control. His career spanned a period when illustration lost favor to photography, when
commercial art transformed itself into graphic design when learning on-the-job was replaced by a

college education.

As an illustrator Jacobs was born too late to fully participate in what has been called the Golden
Age of American Illustration, that period from 1890 to 1920. And he was born too early to fully
participate in what historian James L. Best has called the Illustration Renaissance (1945 to the

present).

Instead, Jacobs occupied the Transition Period (1920 to 1945) when the demand for illustrated
plummeted dramatically. Best, in his book American Popular Illustration, cites five major reasons

for this decline.

1. Higher costs in post World War I printing forced the publishers of books and magazines to

limit their use of illustration—specifically color illustration.

2. Photography replaced illustration as the preferred source of visual imagery for modernist
designers. Embraced by European modernists as a “machine for making images,” the camera
was considered the only legitimate tool for producing modern imagery. As Swiss designer Josef

Muller-Brockman wrote in his seminal book, The Graphic Designer and His Design Problems:

Because it can record things objectively, photography gains in its ability to impart an
impression of reality. We believe what we see in the photograph whereas in a drawing
we are sometimes prone to find the artist rather than the thing themselves. If it is

the purpose of advertising to provide us with objective information about matters of

concern to it, what place can there be for the less objective drawing?
The impact of photography on Elmer Jacobs’ work can be seen dramatically in his 12-year
relationship with the Phoenix Flame*. Although photography had consistently been used in this

house organ to feature the products of the Phoenix Metal Cap Company, illustration (by Jacobs
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and by his predecessor and successor, Dale Nichols) had always been the visual focus of the

publication.

In 1952, however, the Flame began using photography for editorial, as well as product
illustration. For the previous twelve years the Phoenix had been a consistent source of income for
Jacobs. There were twelve issues a year and he generally did the front and back covers as well as
10 to 12 spot illustrations for each issue. In the February, 1952 issue, however, Jacobs assignment

was reduced to front and back cover illustration and one spot illustration inside.

3. Radio, motion pictures, and (later) television replaced magazines and books as the major
entertainment option for the nation. Markets for illustration in books, magazines and even

advertising were lost in the aftermath of this cultural shift.

4. American culture changed after World War I and relatively few illustrators were able to make

the transitions from the prewar period to the 1930s with success. With America’s emergence as a
world power and the growing public awareness of social and economic problems, illustrators like
Jacobs, working firmly within a 19" century aesthetic tradition, found demand drying up for their

work.

Jacobs, who started his career in the middle of this transitional era, recorded his peak earnings
from1939 to 1946 (as described in Table A). The chart of his income for the last 20 years of his
career shows a steady decline. As his result, the adjusted income in each of his last six years

(1954-60) was less than that of any of his first four.

Nonetheless, the truth is that Jacobs not only failed to occupy the top tier of his profession in

terms of earning power, he also saw his income decline for the last two decades of his career.

A major factor was undoubtedly the collision of sinking demand (see above) with rising
competition. A 1925 index of advertising artists in /925 listed 750 in Chicago alone. In 1936,

some 50,000 students entered art schools in the U.S. to study illustration.

In addition to the modest pay and intense competition, commercial artists in the early to mid 20™
century also had to fight for respect. American advertising of the time was generally dominated
by the written word and the agencies themselves ruled by copywriters. The role of the art director

or layout artist was considered relatively unimportant by comparison.

In 1941, when design great Paul Rand hooked up with writer Bill Bernbach to develop the
“creative team” approach to advertising, this dominance of the Word over the Image began to

shift. But it took another twenty years before the concept of the art director as superstar took hold.

In the field of publishing, illustrations had a little more cachet, but not much. Editors realized that

strong visuals were necessary to grab attention at the news stand and to create a visual personality

12



for the publication. But at the same time, the artwork itself was often considered worthless
after publication and destroyed. Magazines also tended to claim all reproduction rights under
the “work for hire” provision of U.S. copyright law (as it existed before 1978). Since that time,
specific tests for “work for hire” have been established that automatically assign reproduction

rights to independent or freelance artists like Jacobs.
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“The best in commercial art derives its inspiration from the fine arts.”
Elmer Jacobs, 1939

“His whole life has been devoted to painting.”
The Morrill Magazine, 1947

V. Jacoss As FINE ARTIST

At the same time he was pushing his commercial career, Jacobs also put energy into his personal
artwork, getting away as often as possible to paint in the Carolina Mountains. In 1937 he had

a one-man show in the Theobald Gallery in Chicago where he displayed twenty-eight of his
Carolina paintings. Declaring that “Chicago had discovered herself the proud possessor of a new

artist who is really GOOD,” a Chicago art critic wrote:

Elmer Jacobs is a draftsman. His skill is obvious; it speaks for itself. He combines a
suggestion of Grant Wood’s technique with a little of Dale Nichols’ and yet retains a
definite personality in his method of painting . . . the twenty-eight pictures are miniatures,
as deftly and gracefully done as one may imagine. They would be perfect illustrations to
a book; they would be enchanting as book plates and tall pieces; they are as intriguing as
a pot-pourri of rose petals.

Over time this review proved to be all too astute.

Jacobs’ fine artwork was never really in demand during his lifetime nor is it in the present day.
Records document only one other solo show, in the Chicago Library in 1951, and participation
in a group exhibit of the Sanity in Art Society in the 1930s. A small painting of his, valued at
between $900 and $1,200 by the Tllustration House gallery in New York, failed to sell at all in a
1997 auction. A selection of eight nude watercolor sketches sold for only $40.25 in an online art

auction in 2004. (The estimated value was between $100 and $200.)

By contrast, several of his peers and fellow members of the Nine Illustrators group have found
more success over the years. Six paintings of Rainey Bennett, who worked in a style reminiscent
of Chagall, have sold over the years for a 67% Sold Rate. Both of the two Richard Frooman
paintings that have gone to auction have sold, one for $5,019 in 2003. 71% of John Langley
Howard’s paintings have sold, the highest price being $8,250 in 1992.

However, Jacobs stature as a fine artist really pales when compared with the Nine Illustrators
group’s most famous figure, Dale Nichols. Nichols, a graduate of Chicago’s Academy of Fine
Arts and a student of Joseph Binder in Vienna, was quite successful as both an illustrator and a

fine artist.
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He was “Grant Wood’s successor as art editor of The Enclyclopedia Britannica from 1942

to 1948, a Carnegie visiting professor, and Artist in Residence at the University of Illinois

from 1939 to 1940. He wrote a book entitled A Philosophy of Esthetics and exhibited work

in Chicago, Dallas, Philadelphia, San Francisco, the New York World’s Fair, and Denver. His
work was carried by New York’s Macbeth Gallery from 1930 to 1950 and is in collections of
the Metropolitan Museum of Art, the Art Institute of Chicago, the Nebraska Art Association and
the University of Arizona, among others. In addition, 74% of the 85 paintings that have come to

auction have sold, the highest price being for $39,000 in 2005.

Interestingly, it was Jacobs’ fate to be compared to Nichols for most of his career. Not only were
they linked through the Nine Illustrators group, they each worked for the Phoenix Flame. In
addition, the two were colleagues and friends for years, even sharing the same studio at one point

in time.

As for why Jacobs never really achieved the success he wanted as a fine artist, there are a number
of reasons:
1. His work was small—both physically and emotionally. Occasionally it achieved a
sublime intimacy of expression but often, especially when viewed out of context,
it simply seemed diminutive. It is significant that Jacobs made his mark doing spot
illustrations, not posters or book and magazine covers which require a visual language
similar to fine art
2. Jacob’s Art Moderne style didn’t translate well to fine art.
3. His style was similar to the work of the better-known Nichols but it usually lacked
Nichols’ depth and visual ingenuity.
4. His media of choice, gouache and tempera, were considered less stable and less

prestigious than oil or acrylic.

Jacobs’ lack of success as an easel painter, however, didn’t stop him from promoting himself.
In 1937 he submitted himself for inclusion in the Chicago-based Who’s Who in American Art.
Even though he probably wouldn’t meet current standards for admission, he was accepted into the

1937 edition and upon his death was transferred automatically transferred into Who Was Who in

American Art. The current description there is essentially the same as the one Jacobs authored in

1937 and it suffers from the same exaggerations and omissions (as described in Appendix E.)
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“Elmer Jacobs, as witnessed by this certificate,
is a member of Art Center Chicago,
an Organization for the advancement of the
advertising, printing, and industrial arts.
Associated member groups:
The Art Directors Club of Chicago,
The Chicago Guild of Free Lance Artists,
The Society of Typographic Arts,
The Society of Photographic lllustration and

The Association for Color Research.”
Certificate from Art Center Chicago, 1939

VI. THE ORGANIZATION MAN

The Chicago commercial art scene in the early to mid-twentieth century was geographically
concentrated, highly social, and very inclusive. Hayward Blake, a Chicago designer in his

70s, worked in both New York and Chicago and in an interview compared the two. While as

a designer in New York “there was no sense of congeniality, no getting together for lunch or a
drink,” says Blake, the situation in Chicago was quite different. Most of the designers worked
downtown within a few blocks of each other and congregated at the same restaurant and bar. “In

the first two weeks, I must have met twenty guys,” Blake recalls.

The conviviality of the Chicago design scene naturally led itself to professional clubs and
organizations. Jacobs, whether through temperament or as part of his self-promotion efforts,

seems to have been involved in most of them.

The Society of Typographic Arts, which had a national membership larger than that of the
American Institute of Graphic Arts (AIGA) until the mid-70s, was founded in 1927. Jacobs joined
in 1942. He also joined Art Center Chicago (1939), the Art Directors Club of Chicago (1942), the

American Association of Industrial Editors, and the Palette and Chisel Academy.

Jacobs was also a founding member of two organizations that came up with an economic and
effective way of promoting its members. Twenty-seven Chicago Designers was started in 1936.

As the introduction to that publication stated:

These designers have come together not to form an organization, but to produce work
representative of the creative ability to be found in the graphic arts in Chicago. Each
designed planned and produced his own insert, and positions in the book were determined
alphabetically.

16



In other words, this was a self-promotional effort whose self proclaimed goal was “to bring more
business to the designers and better design to business.” Naturally, the marketing-astute Jacobs

was on board from the very beginning.
A similar organization using the same marketing technique was soon formed for illustrators. The
Nine Illustrtators group (mentioned above) regularly produced a small booklet featuring the work

of its members.
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“I also concur in your statement on us being grateful for having been in on the birth of ‘design’
as brought to Chicago by Moholy and Kepes.”

Letter to Jacobs from Martin Johnson

“Growing up in the thirties and forties, one could not be immune to Modernism.

It was the pervasive zeitgeist, the spirt of the time.”
Milton Glaser

VII. JacoBs THE MODERNIST

One of the defining characteristics of Chicago design in the mid-20" century was the influence of
modernism. While the famous New York “Armory Show” of 1913 is discussed at length in the
history books, little mention is made of Chicago’s Art Institute exhibition of the show in the same

year.

According to an article by Paul Kruty, “. . . the Armory Show came as a shock to most
Chicagoans, provoking a raucous response ranging from moral posturing and parody in the press
to honest outrage.” Nevertheless, he continued, the show “prepared the ground for such influential
design as Frank Lloyd Wright’s Midway Gardens (1914). . . ; the founding of the Arts Club in
1916; and the growth of Chicago’s many radical exhibition societies of the 1920s.”

Even more significant in terms of graphic design was the founding of the New Bauhaus in
Chicago in 1937. The German art school, Das Staatliches Bauhaus, was, of course, the most

influential force in twentieth century art and design education. As Phillip Meggs wrote in A

History of Graphic Design:

It created a viable, modern design movement spanning architecture, product design, and
visual communications. A modernist approach to visual education was developed, and
the faculty’s class-preparation, and teaching methods made a major contribution to visual
theory. In dissolving fine and applied art boundaries, the Bauhaus tried to bring art into

a close relationship with life by way of design, which was seen as a vehicle for social
change and cultural revitalization.

Formed in 1919 and closed by the Nazis in 1933, the Bauhaus entered its prime during the
tenure of Laszlo Moholy-Nagy. Moholy-Nagy, a Hungarian constructivist, joined the Bauhaus
faculty in 1923 and soon became the major influence in exploring and introducing students to the

possibilities of photography, film, typography and graphic design.

It was a major coup, therefore, when the Association of Arts and Industries brought Moholy-Nagy

to Chicago in 1937 to form the New Bauhaus. Although it closed after a year due to financial
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problems, Walter Paepke of the Container Corporation of America leant his support to the school

and it reopened as the Institute of Design in 1939.

In his interviews and in his Who’s Who bio, Jacobs made a point of emphasizing his connections
to both the New Bauhaus and the Institute of Design. He claimed to have studied under Moholy
Nagy, Gyorgy Kepes, and Horst Schroeder. He also boasted of turning down offers to teach at The

New Bauhaus and the Institute of Design.

Evidence for these claims, however, is hard to come by, and to an extent the claims themselves
defy reason. In 1937, when the New Bauhaus opened its doors, Jacobs would have been 36 years
old with 20 years of professional experience behind him. It seems highly unlikely that he would

have returned to school in the middle of his career.

The records seem to support this supposition. According to Catharine Bruck, University Archivist
at the Illinois Institute of Technology, there is no record at all in their archives of Jacobs, either as

a student or a teacher.

Jacobs’ own archive in The Newberry Research Library does substantiate a connection to
Kepes, but it appears to be minor. In 1942, as part of an Art Directors Club of Chicago effort to
get designers involved in the war effort, Jacobs took a sixteen-week course in the Principles of

Camouflage “under the guidance of Mr. George Kepes.”

How this got transformed into being “a student of Kepes”, with its implication of receiving

a Bauhaus education, seems a matter of PR puffery. What probably is true, however, is that
Jacobs, a self-taught designer in a highly competitive field, was extremely sensitive to what was
happening in design and art. He recognized the importance of modernism and did his best to

incorporate its style and its tenents into his own work.

It may not be simply a coincidence, then, that it was 1937, the year Moholy-Nagy came to town,
that Jacobs began his campaign to reshape his professional life. The New Bauhaus marked
the end in Chicago of what was referred to as “commercial art” and the beginning of “graphic

design” (a term first coined by W. A. Dwiggins in 1920).

Commercial art was an umbrella term covering a number of activities—lettering, lay out, paste-
up, engraving, photography, et al—all of which were basically considered crafts. However,
modern design movements in the early part of the century promoted the idea of the designer as an
artist, an engineer, a partner in manufacturing and business, a shaper of culture, and an agent for

social change —in short, a professional.
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As Hayward Blake explained in describing the difference between his generation and Elmer’s,
there simply weren’t design schools when the commercial artists came of age. “They were

all layout guys who learned on the job.” Blake’s peer group (which included such Chicago
luminaries as Morton Goldscholl, John Massey and Art Paul) learned design in the Bauhaus
tradition from the Institute of Design. They not only had a different way of looking at the design

process, they had a different way at looking at the design profession itself.
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“A lot of extreme modern [art] today is experimental and
will enrich the art of tomorrow, and a lot is phony.”
Elmer Jacobs, Colorado Spring Gazette, 1951

“We need awakening and art is capable of arousing us.
Now I mean ART REFLECTING THE FINER THINGS OF LIFE [sic],

not defeatist art which searches to uncover the ugly things.”
Elmer Jacobs from text for speech on Art

VIII. JAcoBS THE TRADITIONALIST

For all his attempts to jump on the Modernist bandwagon and despite his sincere recognition of
the movement’s value, Jacobs was also a traditionalist. In an newspaper article entitled “Much of
Today’s Art Called Phony by Famous Illustrator,” he made it clear exactly where he felt Modern
Art crossed the line:

“There has always been a stirring up in art. About 1800 the work of artists had become
so photographic that a terrific revolt occurred. Picasso, Cezanne and others were active in
this. The whole aspect of art changed. Brighter colors were used, there was more terrific
action, dynamic effect. The sincere modern painter has taken on the good aspects of these
extremists and this has enriched their work. The good, sound painters, however, have
never lost sight of the fact that art is for the people. A lot of extreme modern [art] today is
experimental and will enrich the art of tomorrow, and a lot is phony.” (italics added)

In his own work, Jacobs said, he preferred simplicity over photographic realism. One story he
told in interviews illustrates his respect for the power of minimalism in activating the imagination

of the audience:

“. .. it all started when a movie ‘short’ showed a Chinese Theatre, in which a play was
being acted out against a bare setting. Horses, swords, were sticks! Children as well as
grown-ups (for the movie showed audience too) were enjoying this show without props .
. tremendously.”

Jacobs deliberately left out extraneous detail in his illustrations in order to intensify the emotional
reality he was communicating. However, in a sentence that clearly shows drew a line in the dirt,

Jacobs also said, “The painting that is simplified will have a wide appeal, if it is not distorted.”

In an article in the Rockford Morning Star in 1948, he elaborated, “...a work of art, to be useful

as a cultural thing, must be pleasing to the eye—it cannot be offensive or distortive [sic].”

In other words, Jacobs embraced the idea of reductionism in modern art but he couldn’t get

beyond the idea that art basically needed to be faithful to the real world. In the late 1930s, Jacobs’
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abhorrence of “the offensive or distortive” led him to join The Society for Sanity in Art (described
in Appendix F), a Chicago-based national organization of patrons and artists who vehemently
opposed European modern art. While a member for just a few years, he did exhibit one of his
Carolina paintings in the First National Exhibition of the Society in May, 1939. Records indicate

that he was not a part of any subsequent exhibitions.
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““FElmer Jacobs, new to Phoenix Flame readers this year, has caught the elusive spirit of the so-

called Gay 90s in the decorate little illustrations which adorn the pages of this issue.”
H. J. Higdon, 1940

“The Flame, [ like to believe, is as much a part of you as it is of me.”
H. J. Higdon, in a letter to Elmer Jacobs, 1945

IX. JAacoBs AND THE FLAME

The Phoenix Flame was the monthly marketing publication (or “house organ) of Phoenix Metal
Cap Company, a Chicago manufacturer of bottle caps and lids and one of the giants of American

packaging. (Harris, 16)

The Flame was the creation of Harry G. Higdon, the company’s Advertising Manager for forty
years. “Hig” (as he was known) was a larger than life character who served as the publication’s
editor, designer, typographer, production man, copy chief, copywriter, cartoonist and proofreader
for 37 years. When Hig died in 1962, Phoenix produced one last tribute issue and then laid the

publication to rest.

In creating an advertising vehicle that was “intended to be interesting, informative, helpful,
entertaining, even amusing”, Hig’s low key approach was at odds with the hard sell advertising
of the day. It was also one of the first marketing vehicles to use high production values and
generous illustrations to set itself apart and to establish an association with quality. A few years
later another Chicago packaging powerhouse, Walter Paepke’s Container Corporation of America,

brought this approach to institutional advertising and made advertising.

Hig illustrated the first issues himself, but most likely it was the illustrations of Dale Nichols
that set the Flame on its path of national recognition and numerous awards, including some from
the American Institute of Graphic Arts, the Industrial Designer’s Association, the Direct Mail

Advertising Association, and Northwestern University’s Medill School of Journalism.

In 1940 Nichols left the Flame to take an appointment as artist-in-residence with the University
of Illinois and Elmer Jacobs took over as illustrator. For unknown reasons, according to Hig’s

son, Nichols decided to return to the Flame in 1952 and Jacobs relinquished the account.

Jacobs’ illustration for the Flame were almost always in two colors (black and a secondary
color such as gray or blue, for easy separation by the printer). His work was characterized by
flat, simplified silhouetted shapes and the dynamic use of negative space and contrasts. The end

result (with its black, white and single middle tone) was similar to the posterization process in
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photography and is suggestive of the work of the German Object Poster artists in the early 20™
Century or that of England’s Beggarstaffs in the 1890s.

The paintings were all small, often done to the same size as the final reproduction, and rendered

meticulously in tempera or gouache.

The Flame had a different editorial theme each year which affected the content of the cover and
spot illustrations. For the twelve years that Jacobs was the Flame’s illustrator, the themes were the

following:

Blaze 15, 1942.
Blaze 16, 1943.
Blaze 17, 1944.
Blaze 18, 1945.
Blaze 19, 1946.
Blaze 20, 1947.
Blaze 21, 1948.
Blaze 22, 1949.
Blaze 23, 1950.
Blaze 24, 1951.
Blaze 25, 1952.

“50™ Anniversary of Phoenix Metal Cap”
“Astrology”

“The Alphabet”

“Holidays”

“Selling Through the Ages”

“Scenes of Boyhood”

“Advertising Through History”

“Art Through the Ages”

“Fire / 25" Anniversary of the Phoenix Flame”
“The Street Called Sales”

“Sports”

In a typewritten text in his Archives, Jacobs described the process of choosing the yearly theme:

About this time of year (but always a little earlier) Hig says “We got to be
thinking about the new series. I got other things to think about and I'm a tired

ER]

man.

Then yours truly opens his big mouth and says, “That’s not half as hard as my
job.”

“Al right, smart guy. What would you write about?” says Hig.

Then, to save face, I think fast and say: “I’d describe my home town on a day
like this when ten years old was to a boy time to think of long trousers not too far
around the corner.”

Stylistically, his work with The Flame over the years was remarkably consistent, especially when
it comes to the spot illustrations he created for the publication’s interior. With the covers Jacobs

did experiment a bit more, perhaps to develop a family look for each year.

In his first year, for example, his work reflects the beginning of a transition from the line-based,
sometimes calligraphic work of his 20s and 30s to the shape-based style he became known for.
The foundation is silhouette-based but line is used extensively for detail, texture, and even pattern
(Plate 3).

In 1943 the covers were non-representational abstractions of the astrological symbol for
each month. In this series and in some other issues where he created pure decorative patterns

appropriate to the theme, Jacobs demonstrates a facility with bold, mildly abstracted design.
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For the covers of the 1950 “Fire” issues, Jacobs developed a higher contrast style with heavy
stippling separating the whites from the mid tones. The figures are cruder and curvilinear, as if

influenced by the sculptures of Henry Moore.

The bulk of Jacobs’ work for The Flame, however, remained stylistically consistent over the
years. The subject matter was simplified and reduced to flat silhouettes with minor distinguishing
detail (Plates 5, 6). Modeling (usually in the form of rough stippling) was used sparingly to create
the illusion of three dimensional form. Colors and tones were reduced to black, a mid-tone neutral
and the white of the page. Exaggerated contrasts in scale and tone were used to create interest.

Occasionally over-sized organic shapes or patterns were used as framing devices (Plate 4).

Because of the minimalist nature of his illustrations, they seem more universal than personal in
their scope. Jacob’s illustration rarely portray a specific scene or individual. Instead, they strive

for the symbolic. We don’t see a particular hitch-hiker. We see an idealized one.

In his book Understanding Comics, Scott McCloud talks about the fact that the less detail a
drawing has, the more it represents a universal archetype than an individual. Much of the appeal
of the omnipresent “Smiley Face”, for example, lies in its simplicity. Because sex, age, gender, or
race are not indicated, the face has broader appeal than a similar but more detailed representation,

such as Mad magazine’s Alfred E. Neuman.

Jacob’s work is only rarely cartoon-like, but it is stripped down and abbreviated. It is that quality
that probably made his work seem in touch with the zeitgeist of the 1930s and 1940s. It is also
that quality that creates an emotional distance between the viewer and the artwork. Jacob’s style
was Modern in the formal sense (after all, the true Modernists rejected illustration altogether.)
But it was modernistic and it appealed heavily to the intellect. This is one reason why both

Modernism and Jacobs’ illustrations haven’t aged well.

In terms of quality, Jacobs’ work for The Flame ranged from the prosaic to the sublime. A good
example of the first category is the 1951 series, “A Street Called Sales.” Admittedly, the subject
matter is manifestly unexciting (clerks in front of their counters, customers in front of stores) but
Jacobs renderings add very little visual interest at all (Plate 7). The compositions are predictable,
the figure/ground relationships listless, and the human figures are cold, faceless, and unappealing.
The overall result is uninspired and uninspiring in a case where technique has squeezed all life

out of the content.

By contrast, there are a number of Jacobs’ Flame illustrations that transcend not only his style but
also, in my opinion, the realm of illustration altogether. And if it is true that the mundane nature
of the subject matter may have contributed to the lackluster quality of the “Street Called Sales”

series, it also seems clear that some subjects seemed to have inspired Jacobs to transcendence.
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Logically enough, given the impact of his childhood in the Illinois farmlands, his most powerful
work usually deals with scenes on the American plains and creates a starkly beautiful portrait of

the relationship between man and nature.

In Lane’s collection, three illustrations—two hikers on a snow covered mountain (Plate 8), a
house on the prairie next to a jutting black mountain (Plate 9), fence posts in the snow ((Plate
10), and a deer hunter in the snow(Plate 11)—are remarkable for their dramatic contrasts and

panoramic sweep. There is also a stirring serenity created by the sparseness of his technique.

The emotional content is warmer but equally magestic in his illustration of a large tree and porch
with a church steeple in the background (Plate 12), a nude woman sitting on a mountain (Plate

13) and one of his rare powerful cityscapes of a skyscraper at night in the snow(Plate 14).

In these works and a few others, Jacobs was able to tap into that place within that resonated with

the vast emptiness of the plains. In doing so he produced work that is both sublime and powerful.
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PLATE 1
Elmer Jacobs with wife Bunny in front of 1942 Liberty Poster
in which Jacobs used Bunny as the model.
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PLATE 2
Photo of Jacobs in 1972 showing cropping
used for his section in 27 Chicago Designers
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PLATE 3
Scene from the 1890s done in 1940, Jacobs’ first year with the
Flame. Style relies heavily on linework.

PLATE 4
[lustration of black woman with nose ring,
framed by floral motifs.
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PLATE 5
Naked woman on deck
through a paned glass window

PLATE 6
[llustration of the Legend of Sleepy Hollow
Vol. 16, Clash of the Symbols, 1941
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PLATE 7
Pharmacy clerk for article entitled “Prescription Plus”.
Volume 26, Issue 1 of 1951 “Street Called Sales” series.

PLATE 8
Two hikers on a snow-covered mountain.
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PLATE 9
Little house on the prairie in the shadow of a mountain.
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PLATE 10
Fence posts in the snow at night.
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PLATE 11
Deer hunter in snow.
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PLATE 12
Large tree and steeple in distance.
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PLATE 13
Nude woman on mountain top.
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PLATE 14
Skyscraper at night.
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“He represented so much that we value as serious professionals. His draftsmanship was always
impeccably maintained and gave a fresh look to the best traditions of illustration and typography.
His taste was sure and refined and the images he created were clear and direct.”

Everett McNear on the occasion of Elmer Jacobs’ death in 1981

X. (SLiGHTLY) OuT OF STEP WITH THE MARCH OF HISTORY

What is Elmer Jacobs place in the history of design and illustration?

Well, it’s not up there in the top rung. Despite his PR claims, Jacobs was never a nationally
famous designer, illustrator or artist. He also wasn’t a major innovator or a significant influence
on the work of others. He worked for major, national and international clients but only on minor

projects (as demonstrated in Appendex F).

He wasn’t included in the Society for Typographic Arts’ 1972 book on the 50 most significant
Chicago designers. He also failed to make the cut when the STA listed over 230 historically
significant designers on its Chicago Design Archives website. Significantly, while Jacobs name
was missing, the list was padded with any major designers (including NY giants like Paul Rand,
Raymond Loewy, Gene Federico, Ivan Chermanoff, Massimo Vignelli and Milton Glaser) whose

only connection to the city was a Chicago client.

To add insult to an injury that Jacobs may never have felt, Dale Nichols was on both lists.

There is a temptation, in fact, to conclude that Jacobs was Nichols Lite. His style was often
compared to Nichols’ and his main claim to fame was his work for the Phoenix Flame*, which he

inherited and eventually relinquished to Nichols.

I think, however, that Jacobs’ legacy is greater than that.

His career spanned one of those less-than-glamorous transitional periods in the histories of design

and illustration. He was born too late to be recognized as a major illustrator in the Bernhard
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or Beggarstaff mold, for example. But he was born too early to reflect and bask in the glow of
Modernism. He was born the same year as A. M. Cassandre and one year before Jan Tschichold,
both of whom had the good sense to be born in Europe and therefore became exposed to
Modernism decades before him. Between his tenth and thirteenth birthdays, American modernists
Bradbury Thompson, Paul Rand and Alvin Lustig were born. The year that he died, Apple
introduced the first Graphic User Interface, PC Magazine launched, and Adobe Systems was

founded. (All described in Appendex G.)

Still, he was a 20™ century design pioneer in Chicago that was second at that time only to
New York in its influence on American design. He was a founding member of two significant
organization, 27 Chicago Designers and 9 Illustrators. He was an outspoken advocate of the
value of design in business. And he produced much work in his career that transcended the

workmanlike and professional.

In the end, Elmer Jacobs succeeded in that vow he made when he was 36 years old. He was much
more than “just another commercial artist.” To use an analogy from the life of one of those with
whom he shared his name, he was a utility player. He wasn’t one of the stars but he was in the
major leagues. He didn’t earn a significant place in the history books, but he did earn a place. Not

bad at all for a self-trained farm boy from Streator, Illinois.
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APPENDIX A
CHICAGO AS A FORCE IN AMERICAN DESIGN

In Phillip Meggs’ definitive, 510-page History of Graphic Design, there is one listing for Chicago
in the index. By contrast, there is an entire chapter devoted to “The New York Style.” This
emphasis on New York is understandable. In the mid twentieth century there was a dramatic shift

from Paris to New York as “the cultural center of the world.”

In design this shift was characterized by the immigration of prominent European designers and
artists fleeing from the growing menace of Nazi Germany. Agfa, Brodovitch, Cassandre, Erte,
Matter, Carlu, Bayer, Mondrian, Duchamp and many others migrated to the New World and to

New York in particular.

The modernist precepts they brought with them were adopted and adapted by a formidable
group of New York design giants including Paul Rand, Bradbury Thompson, Alvin Lustig, Herb
Lubalin, and George Lois.

What often gets lost in this celebration of design in New York, however, is that the Big Apple
wasn’t the only influential center in design in the United States. A strong case can be made for the

importance of Chicago as well. Among the evidence to consider is the following.

Location
Due to “its place at the center of the nation’s water and rail systems” (CDArchive), Chicago has

been a center of architecture, advertising, printing and publishing since the early 19" century.

Professional Organizations

The Society of Typographic Arts, once larger than the AIGA, and Twenty-seven Chicago
Designers were founded in 1927 and 1936 respectively. The Art Directors Club of Chicago began
in 1932. The city now boasts three professional organizations: the STA, a chapter of the AIGA,
and the Graphic Artist’s Guild.

Education

As early as 1899 legendary typographer Frederic Goudy was teaching lettering at the School of
[lustration where Oswald Cooper (another great) was one of his students. Before World War

I the School of the Art Institute offered instruction in commercial art. In 1921 it established a

Department of Printing Arts. (Margolin)

Of course, the most influential part of Chicago’s educational legacy was the New Bauhaus which
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was instrumental in bringing precepts of European modernism to Chicago and for educating the

next generation of Chicago designers.

Under the leadership of Laszlo Moholy-Nagy and the backing of Walter Paepke, the New

Bauhauz was founded in 1937 and continues to this day as the Institute of Design.

Publishing

With help of publishing giants like Rand McNally, Sears, Roebuck and R.R. Donnelley & Sons,
Chicago was the largest publishing town west of New York as early as the 1880’s. (Goddard)
Although it never became a major center for literary publishing, it has been a major force in trade

publishing (catalogs, magazines, maps, textbooks, etc.) since the Civil War. (Gehl)

Printing
By the late 1800s, Chicago was also second only to New York in the area of commercial printing.
And as Paul Gehl wrote, “By the end of the 20™ century, 4 of the 10 largest printing companies in

the world were located within 100 miles of Chicago.”

Corporate Design

The influence of Walter Paepke’s Container Corporation of America was profound in a number
of ways. The company’s “Great Ideas” three decades-long institutional advertising campaign is
described by Philip Meggs as the most brilliant in the history of advertising. CCA’s director of
advertising, Egbert Jacobson was a major figure in Chicago design and mentor to many of the
next generation of design leaders. In 1951, Paepcke help launch the stilling running series of
Aspen Design Conferences. (Margolin) And as mentioned before, Paepke was instrumental in the

development of the New Bauhaus.

Advertising

As Quentin J. Schultze wrote, ‘Even though New York City has always been the center of
American publishing and broadcasting, Chicago became, by the beginning of the twentieth
century, the heart and soul of American advertising.” By 1980, the advertising industry was one
of the largest employers in Chicago with over 500 agencies, 8,000 employees and $6 billion
billings.

Chicago’s Leo Burnett Company, founded in 1935, billed $3.2 billion in 1989 from offices in over
40 countries. Advertising Age, which was founded in Chicago in 1930, named Burnett as “the

third most influential person in the history of advertising.” (Schultze)
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APPENDIX B:
TaE PLoT TO OVERTHROW FDR

One of the more interesting discoveries I made during research on Jacobs was what has been
described as the “American Coup d’Etat.” In 1933, popular and outspoken retired Marine General
Smedley Butler was contacted by representatives of Wall Street, J. P. Morgan, Lammot du Pont,
John Raskob, Charles Abin, Pierre Irenee and others. Their plan was for him to lead an army of
500,000 veterans in a march on Washington, D.C. with the stated mission “to protect Roosevelt
from other plotters, and install a ‘secretary of general welfare’ to ‘take all the worries and details

off his shoulders.”

Butler saw this plan for what it was, an audacious attempt by wealthy conservatives to install a
Fascist government in the United States. As Singer sewing machine heir Robert Sterling Clark
eventually told him, Roosevelt’s New Deal policies and his abandonment of the gold standard
had many of the rich worried for their fortunes. Clark himself told Butler that he was worth
$30,000,000 and would gladly spend $15,000,000 to save the other half. At one point Butler was
promised up to $350,000,000 in financial support for the plot.

His main contact, bond trader Gerald MacGuire, told him that he had been sent to Italy and
Germany to research how those Fascist regimes came into power. The strategy to manipulate
disgruntled World War I veterans was directly based on these European models. MacGuire also
assured Butler that those he represented “owned” the media and could persuade the American

citizenry to support the “restructuring” of the government.

This last claim of media control proved true when Butler exposed the plot to Congress in

1934. With the sole exception of the San Francisco Chronicle, none of the major newspapers
or magazines of the day took Butler’s accusations seriously (or objectively). Time magazine
described it as a “Plot Without Plotters.” The New York Times ran an article with intentionally
sarcastic quote marks:”Gen. Butler Bares ‘Fascist Plot’ To Seize Government by Force.”
Butler himself was described as mentally unstable, a hopeless publicity hound, and as “publicly

floundering in . . . hot water.”

When contacted by a special House Committee investigating Un-American Activities,
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MacGuire denied all of Butler’s accusations while at the same time seriously compromising

his own testimony through inconsistencies. Clark, who resided in Paris at the time, was never
subpoened, nor were any of the other parties mentioned. When the Committee released its initial,
inconclusive report it omitted the names of names MacGuire had dropped to Butler, including
1928 Presidential candidate Al Smith and General Douglas MacArthur, as well as any of
Butler’s testimony itself. Butler was so incensed that he went on national radio to broadcast his

accusations.

In 1935 the final report on the plot was officially confirmed by the House Committee. The New
York Times in a front page article on subversion and foreign agitators, spent two paragraphs on the
inside pages admitting that “the much publicized Fascist march on Washington . . . was actually

contemplated.” No one was ever arrested or convicted for the plot.

When I first came across this information, I took it with considerable grains of salt since all of my
initial information came from the information. Since then I have read books by Archer, Butler,
Spivak (among others) and have viewed a History Channel program on it. Please consult my

bibliography for further resources.
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APPENDIX C:

JACOBS’ REPORTED INCOME FROM 1937 1O 1962

In the first chart, Jacobs’ reported taxable income is compared with the Per Capita Personal Income for ever
five years. This shows how Jacobs did compared to the national average.

The second chart, which compares Jacobs’ reported income with the adjusted Consumer Price Index for 2002
shows Jacobs’ yearly income in today’s dollars. This indicates while Jacobs’ reported income remained

relatively flat, his earning power actually declined during his career.

Figure A: Jacobs’ Reported Income Compared to U.S. Per Capita Income
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Figure B: Jacobs’ Reported Income Compared to 2002 Consumer Price Index
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APPENDIX D:
Jacoss’ INcoME CoMPARED TO His PEERS

Another way to put Jacobs’ career in perspective is to compare his income with that of various
top-earning contemporaries. Although Jacobs’ publicity consistently describes him as “One of the

best illustrators in the country”, his income certainly doesn’t reflect that claim.

In 1937 Jacobs claimed an income of $3,670 on his federal tax form. Adjusted to 2003 dollars
using the Consumer Price Index, that is the equivalent of $46,956 in today’s currency. In How
to Illustrate for Money, written in 1936 by Sid Hydeman, however, the following incomes were

reported for America’s top illustrators:

$15,000 to 20,000 a year 100 plus illustrators
$25,000 to $40,000 a year 50 to 75 illustrators
$50,000 to $100,000 a year 20 to 25 illustrators

Bear in mind that the estimates above are in 1936 dollars ($15,000 in 1936 being worth $198,853
today).

This means that there were at least 200 illustrators in the country in 1936 who made from four to

twenty seven times as much as Jacobs.

Another comparison can be made with the 1959 income of Andy Warhol, who was at that time a
successful New York illustrator. Warhol made $69,000 in that year ($436,334 in adjusted dollars)
while Jacobs filed a claim of $6,136 ($38,802) which included $2,215 earned by his wife.)

Of course, there could something else going on here. As a sole proprietor, Jacobs was faced
with the same temptations (or opportunities) for creative bookkeeping as his counterparts in
other professions and trades. The fact that his reported income remained on a relatively flat line
from 1937 to 1960 (see appendix) supports the theory that he may have failed to report all of his

income on his returns.
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APPENDIX E:
WHAT’S WHAT WiTH JACoB’S WHO’S WHO

Evidence suggests that Elmer Jacobs submitted himself in 1937 to Who’s Who in American Art as
part of his public relations campaign. The following comments are an attempt to put his claims in

perspective.

This implies
formal teaching
experience. He
did speak to
various groups
in the Midwest
but there is no
evidence of
teaching. In
fact, in several
articles Jacobs
claims to have
been offered
(and to have
rejected) teach-
ing positions

at the New
Bauhaus, IIT and
other institutions
but there is no
evidence to sup-
port that claim.

Jacobs took a
course on ca-
muflage design
that was “under
the guidance
of” Kepes,

but there is no
record of him as
a student at the
New Bauhaus or
the Institute of
Design.

There is record of Jacobs taking a STA sponsored
camuflage class under the direction of Kepes in 1942.
There is no mention of him as a student in the records
of the New Bauhaus or the Institute of Design or any
evidence of a direct link to Moholy-Nagy or Shroeder.

JACOBS, Elmer [Illustrator, pajnter,

— designer; typographical
design] b. 1901 Streattor, IL.

Addresses: Chicago, I

Moholy-Nagy, Schroeder, Gyorgy
Member: Soc. Typographic
A.; A. Gld., Chicago; Am. A. Group;
“9” Illustrators; Palette and Chisel
Acad. FA: 27 Chicago Designers; Soc.
For Sanity in A. Exhibited: Awards:
prizes, AIGA, 1937-1939; Direct
Mail Advertising Assn., 1937-49, also
plaque, 1945; Soc. Typographic A.,
1935-37, 1945; A. Gld., Chicago, 1941;
Indst. Editors Assn., Chicago, 1942-45;
arey-Thomas nat. award>Comments:
Ilustrator: “Anthology of the Flame,”
“Qwert Yulop,” “House of Morrell,”

Seal.

This prestigious award is given to institutions, not indi-

This implies that

There is a di-
rect contradic-
tion between
claiming to
have studied
with the key
figures who
brought Euro-
pean modern-
ism to Chi-
cago and his
membership in
the Society for
Sanity in Art,

a group that
vehemently op-
posed modern
art movements.

T —_ Jacobs did the

illustration on
this stamp, but
he collabo-
rated with E.
Willis Jones on
its design.

he wrote articles
for Print maga-
zine but there is
no evidence for
that claim.

viduals, by Publishers Weekly magazine. They were for
“exceptional display of initiative, imagination, co-operation
with author, approopriate manufacture, and successful pro-
motion and marketing.” A principal award and two honor
citations were given each year. Columbia University Press
won an honor citation for the Columbia Encylcopedia.
Jacobs was an illustrator for the encyclopedia.
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“Art Exhibit Stirs Storm in Chicago”
New York Times, November 11, 1935

‘The cuckoo of publicity had laid the egg of a modern dodo bird in the hard old nest of art;
a bird which, growing, would soon crowd out of exhibitions those
who had learned to see accurately and think logically.””
Mrs. Josephine Hancock Logan, 1938

AppPENDIX F:
THE SANITY IN ART SOCIETY

The Society for Sanity in Art was the brainchild of Mrs. Josephine Hancock Logan, a Chicago
society matron with a highly developed sense of self-righteousness and way too much time

on her hands. Josephine and her husband Frank were generous supporters of the arts in their
own fashion. From 1916 to 1937 a trust they established at the Art Institute yielded “206 prizes
totaling almost $100,000” ($1,280,000 in today’s dollars).

However, the Logans had no control over who received the prizes, a situation that became more
and more uncomfortable as they watched their money being rewarded to artist’s working in the

modernist mode. As the Los Angeles Evening News reported in March, 1937:
Mrs. Logan ‘suffered in bewildered silence over gross miscarriage of artistic
justice’ until the winter of 1935 when the Logan prize went to Doris Lee, for
“Thanksgiving.”
“A madness seemed to have swept over the world since the great war,” Mrs. Logan
wrote, ‘a destructive, atavistic violence that stopped at nothing and held nothing
sacred.”

The Logan’s taste in art was uncategorically traditional. The 1941 auction catalog for Frank
Logan’s collection included paintings by Rousseau, Corot, Van Dyck and Tintoretto. In addition,
there were pieces of 18" Century English furniture, Georgian silver and Persian and Chinese
carpets. The catalog for Josephine’s collection included 564 items including paintings, porcelain,

laces, and “150 Famous Dolls.”

While it’s difficult these days to look at Doris Lee’s innocuous painting of her grandmother’s

kitchen and understand what all the fuss was about, “Thanksgiving” was the last straw for Mrs.
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Logan. Her public attack of the painting and the show in general was described in newspapers
from coast to coast with headlines like “Must Modern Art Be Nasty?,” “’Paintings and Statues
Are Obscene’, Asserts Social Leader”, and “’Save Children From Art’, Mrs. Logan Warns
Parents.” And accompanying each article was a photo of Mrs. Logan, bedecked in fur and

orchids, smirking before Doris Lee’s “cartoon-like” painting.

The next two years provided Mrs. Logan and her society friends with more photo opportunities
and more news coverage as they denounced paintings such as the 1937 Logan Award winner,

Aaron Bohrod’s “Wyoming Landscape,” as something that “isn’t worth a nickel.”

In 1937 Mrs. Logan wrote Sanity in Art, a slim book whose purpose was to “rid our museums of
modernistic, moronic grotesqueries that were masquerading as art.” That year she also formed
the society of the same name that eventually expanded across the country, including chapters in
Des Moines, Los Angeles, San Francisco, St. Louis and Boston. The Artists of the West and the
Society of Western Artists, both still going, had their origins in the Society for Sanity in Art.

47



0§ 40 LE6] [HUN
IS1AD SUISILIAPD UOIDAISN]]T “IS1IAD
dn 21s0d “423u1Dd USIS SD SYLOM

uIoq [[oMISUYIOIN 1qoYy SOIp Quel)) IABA\ ‘UI0q SNSNT UIA]Y 184D SUISSIT SQOIDL  GI61
UI0Q UBWYO0IG-I[[NJA JOSO[ ‘puey] [ned
suIgaq  fep\ PHOA AN Ul papunoj
UI0q WSIAONISUOD) UBISSIY sy1y orydeIn) Jo 9ymnsuy uedLIOWY 08D21Y ) 0] S200UL SQOIDL 6]
wsnewardng sdo[oAap Yo1Ad[e|y w10q A[[93 I[BA ‘Shwe)) 1q[y €161
U10q YO0[[0d UOSYOrR[ uloq sowey Ay 2161
u10q AA[ISQ prae( ‘uosdwoy ], Ainqpelg 1161
AY[S 9 SSOIO® SA99MS JoWO0)) S, AJ[[eH 0161
wisiqny
reonAreuy dojoaap onbeig pue ossealq 01S9JIUBIA IsLmn, saysijqnd 1m3ouLIe| 6061
AN UI [00U2S uedysy Jo Suruurdog 23p1Yy puv.iL) 03 Saao0u K nunf sqoIvf {061
UOu3IAY ,p
so[[estowsa(] ST sjured osseord LO61
u10q N0 [onwes ‘uosuyor dijryg w10q sodoy] £31040) 9061
KyAryerar Jo £109) S9JR[NULIOJ UI)SUT AN UI papunoj s1juLd Jo £1a100S
uI0q QnJIesS [ned-uear 19)s0d 1935911 SUSISIp prequidg udrong| S061
popunoyj eoLowy
uI0q ssnas I ‘e Iopeafes JO sqn[D SUISHISAPY PJBIOOSSY 061
SIoyoIg JYSHIM AQ IYSTH ISIL]
popunoy ‘0D I0I0JAl PI0]
soIp umsnen [ned wI0q [eeg IS “PIOYYSIH [V €061
UI0q ployodIyodsy, uef 2061
uroq AQusI(] I[ep\ ‘QIpuesse) ‘N 'V
SQIP BLIOJOIA UIN() AN UI popunoj siojensny[y jo A19100S s10U1]]] Ul UL0q SQOIDL LUl 1061
PIOA UL, ATjSnpuy ([ N 1) §

SAODV[ YAWTH d0 SANIL], ANV FAI] AH],
:D) XIANAddY

48



"OSNOH IIYAA Y} UT JUSWUIIAOST ISIOSB,]

© USI[qeISo pue Y ] MOIYIIdA0 0} d11dsuod

UQUWISSAUISNQ UBJLIQWY SUIM JYSIY €¢61
JRTAOD) TeISAT) 3L, SSYSTIqNd SPeA} S0Ieag ceol
TI0q
RIOWD P JO ITUTISTSATZ I, STUTed Te(] SIMqSI0([ UBA OJ [, “UIOq JSEA ) IMOWAIS [C61T
03edIY) Ur
21y1005) upILIduULy syjured pOoOpy JURID poyoune| auIzegew a3y SuiSL24py 0€61
SUSBID JO3IBW YO0IS NIOL MIN UI0q I9SB[D) UOI[IA] 6261
aydp.13odq]
u1oq [oyrep Apuy anap 217 saysiqnd proyoryosy, uer X210]2)) 10f 302l04J
(121008 21q1g uvILIGULY 10f 102[04g  ]T61
o3eo1y) ur
ONUB[IY SSOIO SAIY Y3Iaqpur sajrey) papunoy syry orydeagodA], jo £3a1009 LT61
03eJI) Ul BOLIDWY JO uoneIodio)
JIourejuo)) spunoj aydoed 1oep 9261
SIIed UT paonponur J[AIS 093] 1Y PYOUNe[ QUIZESCW A2Y.10f MIN 121049 10f 102I01g  GC61l
WSTealIng Jo Iy
SAIP UTUST YOIA|] JIWUIPLIA 0D "SJ 11HDIW 40f SSuIMpAp 2UIT 61
U9N)] Seuueyo[ sooe[dal ASEN-A[OYOIN O[ZSP'| €61
. USTS3p o1qders,, wiId) Surod SulssImg vV A 7261
K)[noeJ sneyneq surol ASeN-A[OUOJA O[ZSe]
popunoj st A}ed ISIunwwio)) asaury) sneyneg e sAIpnis siels 1okeg 19qI0H 1261
3J0A 01 JUSII UIBD UJWIOAN USWOA SJTUIPE SIOTENSA[[] JO AJAT100S
AJ[noe] sneqneq sulol 9973y [Ned PapuNoJ SIOX MaN JO qn[) SI0A[ 1Y 0Z61
dnoi3 epe( uI[gag surof Yoo yeuueq TeWIOA\ UI suado [00UoS sneynegq 6161
JIp JOSOJA UBWIO[OS] JWI[3] ACISND) uI0q uIeqn] qIog 3161
SoIp ApO) [Id oreyng
SuIgoq UoNN[OAY URISSIY
SPUB[IYION POYSI[qRIS SAOUAFY
Q) ur surdaq juawaAow M a(g SUISTIIOAPY JO UONBIOOSSY UBILISWY/ L161
IS0 SUTUIAL] ADPIIDS IO
UoLINyZ ur epe(] Ul sIoysn yoe[qg o3ny JIOA0D 111 SAJRNISO[[I [[QMYO0Y [BULION 9161

49



Q1P sudIYay 1919 ‘99 [ned

sudonQ) ur suado Ire, S, plIOAA JIOX MIN

SPIOAA Q) JO JBAN SISBOPROIQ SO[[OAN UOSIO

YADJ [PLIOW ] UMD] 15210,]

PADMD “USSY SUISIL2APY [IDIA 10241(]
(ZH6 ] Y3nodyy) sa0ys 4221DAnipN
03021y 42JUd)) 1LY PaUIOf

A2JULLJ PUDJU UL SGOIDL UO J]I1LY
UIZDSDW 01PNIS

UOPUOT Ul SPADD SDWISIAYD) UO 2]O11LY
139q Z)e[{ 10j PV

03ed1Y)) JO SI0)II([

14y 211 fo 1qIyx 14y SuisiL2apYy
pnuuy Q1 40f 421s0d pausisacy
PADMY "USSY SUISHAIAPY IV 19241(]
piomp YOIV

"00) 212410 19212 10f 192[0.44
S]oY21N 2Ip puv DJH £q UOUDIUISILJ
Supnjoul ‘sa142s 24njo2] VIS 10f 121804
PADMY "USSY SUISHAIADY IV 19241(]
piomp YOIV

pieme YIS ‘pIeme yHIV

1y uporLouty ul oYM S OyM Ul paisry
PADMD “USSY SUISIL2APY [IDIA 10241(]
L2

p10qo2Y I 11 11q1yx2 141 duif Js.1f S1y
SDY L01pnis 20UP]ILf SI1UDIS (S15140)
4224D)-PIA Y3NOAY] S203 SGOOD[

Popunoj ouIzegew juiig

JIp pnaly ‘eyonjy 11y suoneadsuy
00BAISOAN sutol uosduwoy I, £mqgperg

‘S’ Ay} 0] seAOW JoAeg 1I10qIOH

03ed1yD Ul papunoj sneyneg MaN

061

6¢61

50

8¢61

Leo6l

SUI3q JeAy [TAT) UstuedS “uI[iogq
ur spepawt OrdwA[O $ Sum suam() 1SS

SOIP YOIAS[BIA JTWIYSEY]

0D ¥ P12l [IPYSID

pAMD VLS

$4u3152(] 03DIY))

U242§ (qUamy Jo 1aquiaut 12340Y7)
PAPMD $14Y 21ydp.a3odL] Jo 121008

UI0q 0SOJSOJA JOJIIA ‘00O LIOUBpR],

o3eoy) ur
Papunoj Aouade SuISIIdAPE JJouIng 09

9¢61

geol

"UI0q SOABID) [OBUIIIN

Teezeq S, JodIe[ 18 paIIy JojIAOpOIg

veo6l

PNTEER



oy} 0} paSueyd SWeU 9SG U) AN Ul POULIO]
9Ip pI0] AIUSH ‘pleuuog o1IdlJ

240D ppyD puv Lqrg saystiqnd yoodg “Iq

(S [BNSIA JO [00Y0S

oY) 03 9GS[ Ul paguBYd SWEN)) POpUNoy
SI [00OUOS SJOJeJISn[[] PUe ISIUO0LIRD) Y],
SAIp ASeN-A[OYOJN O[ZSe]

us182(J U0 SIYSNOoY | SAIM puey] [ned

‘ouZDSVTIILLIOW YT Ul

SGOIDL UO J]I1LAD PADMD UOUDIDOSSY
SUISILIAPY NIDIA 19241 SJAY UDILIOULY
ur oy s, oypm ui sreaddy

UoID(q “421Ud7) 11y 01 syPads
PADMD “USSY SUISIA2APY TP 19241

Ly61

9161

ewysoary uo paddoip quoq-vy ¢sa1p YA

Spe SUOTIRN PI[V,, SI SUISaq VDO

Surysiqng a-Ambsz
PADMD UODIDOSSY SALOIPH [PLUSNPUT
onboyd “ussy Suisiaapy v 102417

Svol

Ke(- uo adoinyg opeaur saI[[y
QIp AYSUIpuey ‘UBLIPUOJA ‘TIIQULIBJA

popunoj auizegew s1ydp.i5)

Uo]Ng SSoig UOTDINPT

AOIUNL DIOMUUDILLG LOf SUOUDAISN]]]
PADMD “USSY SUISHLIAPY [IDIA 19241
PADMD UOUDIDOSSY SAONPH [DLISNPUT

61

AN UI MOUS UBW-UO JSI SeY YOO[[0d
"uI0q qQUINID) 110qoY

*SQIP JOWWI[YOS JeISO

101D21]dN(] YADISOIWIIN

PADMY "USSY SUISAIAPY DA J0241(]
Cupdwio) 4011 g 'V 10f pY

PADMD UOUDIDOSSY SAONPH [DLISNPUT

£evol

Nepo3] AQ paonponur Wiy J0[0d IS

SOIp OPINUIYORIA INYMY

PADMD “USSY SUISTIIAPY [IDIN 10241(]
100load &qpr7 17

pe oe[[Ipe)) 103 uone.Isnyy
"$210UI3D [21]24 ADMN AOf 42150d 41D
WOPaaL, painLisn]jl pup pausdisa(]
saday] 23.4021) Jo 20uppIng Aapuf)
284102 a3vyfnowny) o sajdiouiig yoof
VLS Wo.Lf 2231uuio;)

DA UO 2014428 LOf UODIT))

PADMD UOUDIDOSSY SALOJPH [PLUSNPUT

61
61

sarorwaad auny uazi)
JoqIeH [tead squoq uedef
uoru() J91A0S SOpeAUT AUBULION)

SAIp ANSZIISSIT [

(61 THUN) SUISHIGAPY qNENUIOA WeI[[IA
JO JO)0QII(J MY SAW029q puey [ned

UOIIDIDOSSY

SA0JIPT IPLUSNPUT 0SDINY)) I SYDIS
qn)) S.3S1.Ly pOOMADIN 1D sypadg
PADMD “USSY SUISIA2APY TP 19241(]
pADMD pIng SISULY

1761

51



Y] Ynm uppy susisop sseq [nes

QUIZDEVUL JS1LY UDILIOULY

WIOQ SI SQOf 9A)S “SAP UIASUIF 9Ip 1SN UIA]Y ‘TOS9] PUBULIQ] U1 SAOIDISN]]] QUIN UO I]I1LLY  SGHT
1IN0 dwaIdng AQ UMO
yonns uonedardag (urgaq s3urreay AYe)oN 08D21Y7) Ul UOTUIAUOD DILIIULY
s3uny] ay1 Jo pio7 saysiiqnd uan|[OL, Y[ SAIp Jopne WYSIUSON “H Jo §121008 o1ydp.aojoyq v sypadg
SAIp 9SSRI AIUQH ‘uioq Anuey)) My paonponul pe [[BWS YUIYL,, MA  2UIZDSD dunqiL] 08vo1y7) 10f a3p1y]
AN UI popunoj soIpni§ urd Ysng pun.Lo uo 2jo15.4p Sajp.13snjjl puv SajLp - +S61
PIISA0ISIP VNA DS 121SD7]
PAINOIXD STIQUISOY <SAIP UI[eIS pausisap-0d puv paipasnjiy - €S61
SOpO[dXa quIOq-H 35T
paystiqnd jopon of Suinopm
PAUMOID [T YIdqezI[ uadng)
uizeSew (VA JO anSSI ISIL] 00BAISOA sutol uosdwoy ], AInqpelyg  (pULNOf SAdJULLJ Ul SQOIDL UO 2]IULY  TSE]
SUODISN]]1 KJJONIJ PUDY
DY Y12qu2115] £q paisoy wp130.44
01pD.L DN [PI0] UO PINIIALIU]
{upaqI] 05D Ul Y10M SHQIYXF
paystqnd a4y oy u1 12421 pnno
AN UIIQIYXD JSTUOISSAIXH 10BNSqY ISIL] oydoed 1911BAN £q patosuods ‘payoune| SISULY YIIM "} d S20p L0pp.10]0))
SAIp 18180 ydjopuey WeII[[IA uadsy Ul 90UAIAJUO)) USISI( [BUONBUINIU] u1 pavg pud ynm uaypy ojoyd Sy 1661
J[eA T8 WeI301d (IO MU SJOAIP SIq[Y JISOf
payoune| usredwed seap] 181D YD) §40302.41(] 11y pup sisnLy
SIBAK 0¢  Jo £12100§ sryjodpauuipy 240f2q sypads
SuI39q JeA\ UBQIO] 0} ()7 1XU U} J0J 9S00][ 193] 3,UOA\ 'PIOY SoB)  SDIIY PlLop uminjodouso)) 1of pivmn
uI0q JO[[OH UQA)S oryder3odA], ss1mg 10 [eUOIBUIdIUL spwoy [-£2400) suim KJIONOW puvy  0S61
AN UI popuno] goequioyg due(] 9]A0(J
aIp (spyeIsie33ag Jo Jley)  ISILY UDILIDULY Ul SQOIDL UO 2]I1LLY
paysi[qelss st OLVN UOS[OYDIN WBI[[IA ‘UIOM[YOH SIMPNT  pIDMD “USSY SUlSHL2apy [IDJ 1224 6761
u10q sarqeq woog £qeq Jo yojeq IsI UODIIOSSY JUIUISDUD N
UDILIDULY “DOUDLDJU0))
pajeuIssesSse ST IpUBYL) -pAYSI[RISS ST [dRIS] QIP SIMNIMUYDS HNY IPIydS IS00[ [pnuuy ,0f 40f wni3oad pausisacy
paystgnd st 310doy Adsury| ‘u10q JOYOS [Ned ‘UewWIdID) LAY  pUDMD “USSY SUISYL2APY DI 19240 {¥61

papunof dnois S10JDIS]]] JUIN

52



JUSPIOO. JBI[ONU PUB[S] S[IA-9IY], Teurwos ugisop oydesd 1oindwod Is11] 6L61
3P [[MD0y UBWION JOOH Jeuuef]
popunoy us1so( 1odedsmapn Jo A19100S 8.61
SSIP SIATH LL6T
TUOpUO'] UI SUIS9q J[AIS Jung
JUPISAIJ POID[Q IR AWIf JIP SIAQ[V JOSOf ‘Aey UBIA] 9.61
SPUS TeA\ WBUIATA SL61
3daG Ul pauopred “JSNSNY Ul SUSISA UOXIN SOIp POYIIYDST, Uef V61

JSUIJR(T JO JudunIedag
KQ paonpomnuI ISIY JOUINU] ‘OPBAA A 20Y
JIp 0SSOI ‘UOSUYO[ UOPUAT]

oos1oueI] ues ur suado usiso( [AqIopuep

ouIzn3vud
SUDMLY Y I A0f uoypusnjl] - €161

JIp plequidg Ueron’| Iopulg qdasor

Ae3Iarem paystqnd sp3ap sv7 wodf Surina] 7L61

umeA ‘9J0A 193 Sp[O Ieak uady3Ig yooiquel)) sutol K0DIA duLIRyIeY 1,61

JTOBSSBW 91e]S JUIY] pPapunoj SNdvaD 0L61

TOOW UO JOOJ S3AS SUONSWIY “P[oy JO0ISPOOA J1Ip SAIdOID) "AyOy 1op UBA ‘[[eag 6961
P3JBUISSESSE J1p dwreyon(] "pleyiTedl QIpuesse)

Apouuoy 119qoy] ‘Sury JoyIn unejy K)noej [oseq surof 11e3urop) SuB3JOpM Q961

JTP SNHSEIN QU Y TSI SOUUBYO] RIITIUY SSTSING— [961

9P USLIEd P[SYXEIA UOTaIg SIpUy 9961

PITEUTSSESSE X W[OJ[CIA CO61
SOZIUIIPOW QUIZES W SB /SO SUlloas]

9Z11d 9089 [9qON SuIm Jury] Joyin unejy Appanpg WOIY PAIY [[OMNO0Y UBULION 961

POJBUISSESSE ApaUuUdy o [ 31p BIBZ], ULISII], ‘onbelq So510a0) KIoIDg SSo54ng  $961

SH0oM dnog [[oqduie)) Sojeald [OUIBA) ApUY SoIp A3[peig [TAL 7961

1 S90S [[BAN QUIIaq -paysiqnd zz-4o1p)

UI0q OYor'] euezZny

2010108 J1]qig DUDIPU] WAdyII0N 1961

IIP U J9I[EA "OJado( OJeuUtIo

JOIAIIS JIqTJ DUDIPU] WIPYIION 0961

SOIP WIOUIS ST SUSTSIP JUS LIAN

DopUNOJ S71y UODITUTIIIIIO,)

6501

paysTIqUd D7770°]

STSST TSI SIUST[Id YJTID) SmoN

3561

payoune] yruyndg paysiiqnd proy ay1 up

u10q Apoig ‘SaIp SuI33im(

JD2S UOTIDIDOSSY [DJua(] UDILIGULY
20UDMSUJ 21T pADPUDIS UOSLAL2L [ S6T

IO UOSIE)) “SIIP ONUSOPOY

9¢ol

WY U9p[05)

Jo3load ddueansuy IeIS[[y

53



POpUNOJ SWAISAS 9qOpY
Popunoy erpawruwi() SUIAIT JBMIS BYMBIA
youne| spvia(g ‘auizn3vp Dd ‘Avpay vl

SAIp 319qUaIS JIWIPB[A
Popunoj Apouuay] 2 USPIOA
1ND 181y ‘vsr7 seonposjul o[ddy

$21p SQOID[ A2Ul]T

861

Sopoune[ A LN

J1Ip Jonalg [9oIe]A ‘Uleqn’| qIoH

1861

PATSPINUI UOUUS | -9Ip UBYN [O]A ‘o1IeS

0861

LIIAL & pP[oYy

54



APpPENDIX H:
JACOBS’ ILLUSTRATIONS IN THE COLLECTION
oF THE LANE CoMMUNITY COLLEGE GRAPHIC DESIGN PROGRAM

1 Barber shop 1951 The Street Called Sales, Aug, no.8, page 4 “Barbarian to Barber”
2 Girl and mirror

3 Bird and tree trunk

4 Bird/tree/sun/night (symbolic) (flopped slide of 118)

5 Man and giant hour glass (symb)

6 Diana and the hunt (amorphous background) strong use of silhouette
7 Man and olive wreaths (symmetry, reflection)

8 Woman and panther (Cleopatra?)

9 (2) Medici? Woman / Marie Antionette /943Ad Through Ages V. 18
10 (2) Girl/guy on bench / church

11 Naked girl through window on deck

12 Drug store

13 Legend of Sleepy Hollow (dramatic) * Vol 16 Clash of the Symbols
14 Circus performer (strongman?) more tones

15 Nude Cleopatra out of bath /943Ad Through Ages V. 18?

16 Abbreviations (dog with tail clipped)

17 Woman with torch

18 (2) Geisha / African woman

19 Man in snow against mountain *

20 (2) Greek icons / Man plowing with ox

21 Woman gathering flowers *

22 Woman regarding ring (very horizontal)

23 Women grocery shopping

24 Leprocaun maybe...cobbling?

25 People browsing book store (this series is cold, always birds) V. 26 Street Called Sales July,
No. 7, “Live Without Books?”

26 Deer in snow / tree stumps (very dramatic) *

27 Couple dancing, superimposed cocktail glasses (very horizontal)
28 Hikers on face of snow covered mountain (dramatic) *

29 Woman with scarves *

30 Farmhouse with snow V.22/n12 Dec 47, pg. 16 “First Christmas”
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31 Woman and daughter on hill, (tonal) * Volume 18.6 Girl/Child on Hill, Holidays

32 Couple horse back riding

33 City scape at night with bare trees (wonderful) *

34 Waiter pouring wine v26n9 September, 4, “Eat Drink and Be Merry”

35 Woman at cosmetics counter

36 Pilgrim firing gun (comic, 3D)

37 Maybe a pharmacist? Drug store clerk. (Some red linework) 71951 V. 26 Street Called Sales
Issue I page 4 “Prescription Plus”

38 Clerk at candy counter? (oval, blank face) 1951 V. 26 Street Called Sales pg. 4 “Nickel and
Dimes”

39 Bagger at grocery store (dark shadow on face) * 1951 V. 26 Street Called Sales June, No. 6,
page 4 “The Stuff of Life”

40 Doctor at desk 1951 V. 26 Street Called Sales pg 4 Oct no. 10 “Magic, Medicine, and MD’s”
41 Black man cleaning * 1951 V. 26 Street Called Sales

42 Santa on white reindeer

43 Santa and kids in front of large white tree V. 26, no. 12, pg 4 “Front and Shopping Center”
December, 1951

44 Fence posts in snow *

45 Large tree, small porch, church steeple in background *

46 (3) Circus setting up at night * / Left half of trapeze act / Right half of trapeze

47 Kids on tree swing, shack, on hill

48 Devil in tux *

49 Aries (Ram in heavens) V. 16 1942 Astrology

50 Gemini (Two faced) * V. 16 1942 Astrology

51 Black woman with nose ring, bordered by plant motifs *

52 Aquarius (showing white touch up paint) * V. 16 1942 Astrology

53 March lamb * (need to flip)

54 1890s scene (more line, outline work than usual) *

55 Caveman Vol. 25, 1950 Fire, Cover and pg 4 “Phoenix Flame for Nineteen-Fifty”

56 Berry

57 March calendar King

58 Sagitarius V. 16 1942 Astrology

59 Theda Bara The “Vamp” (red, not blue) * 1940 History of the Previous 50 V. 15

60 Griffin shield

61 Coolidge Takes Oath of Office (greys, black, red) * 1940 History of the Previous 50 V. 15 July,
no. 5, pg 2
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62 Cancer V. 16 1942 Astrology

63 The Bug “Body” Craze in the 20’s (red with lettering) 1940 History of the Previous 50 V. 15
64 (3) Oil lamp / Anchor / Jug, Sword on cloth

65 (2) Easter eggs / Initial T Holidays, V. 18, 1943

66 Snake oil salesman (cowboy/Indian) V. 19, Sales Through, 1944

67 Mom giving medicine to daughter

68 Pisces * V. 16 1942 Astrology

69 Colonial men pulling cart (Phoenix outline)

70 Lindbergh’s flight (gray and black) * 1940 History of the Previous 50 V. 15 n.8, page 1,
“Lindbergh’s flight, 1927 ) color photo in this issue his cover illustration is so/so.
71 Libra

72 Liquor store V. 26/3/Street Called Sales page 3 or 4 “Come, Fill the Cup”

73 Horse drawn fire engine

74 Girl putting on frilly dress

75 Girl running toward ocean (Phoenix outline) *

76 Military officer, big cap, cannon in background)

77 Black framed square with four stars

78 Peach

79 City buildings in snow, Xmas tree in window *

80 Marge Simpson taking bath

81 Man / woman burning leaves

82 Steamboat at night *

83 (4) Sagitarius / Virgo sign / angel / snow flakes 1941 Astrology V. 16

84 Aphrodite *

85 (2) Column and 2™ color separation / Greek vase pouring *

86 Atomic sign *

87 Gemini (?)

88 Flame (horizontal)

89 Popcorn vender outside barber shop (vintage)

90 Rabbe (cartoon cat) *

91Couple outside furniture store /1951, V. 26, Street Called Sales

92 Man with beard at table in Paris (Cartoonish) v.26/n.9 sept. pg. 15 “Beginnings-Origins”
93 Castaway *

94 Woman in hat and veil, man with top hat, in city

95 Woman, man in suit, man in lab coat

96 Ghoul girl (Halloween) * V. I8, Holidays, 1943
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97 (2) Flag standards / Woman'’s face profile *

98 Montage of packages, man unloading truck (PO?)

99 Girl reclining on oyster shell

100 Hunter in snow, deer in distance * V. 22, No. 12, 1947 TOC pg 3 small, gray and black
101 Sword fighters (flame in background)

102 Naked girl on rock *

103 Christmas tree V. I8, Holidays? 1943

104 Santa kissing the missus, sled and igloo in background V. I8, Holidays? 1943

105 People outside medical building /951, V. 26, Street Called Sales 3 TOC

106 People outside five and dime 7951, V. 26, Street Called Sales

107 Girl hitch hiking * 26:10 Street... pg. 15 “Beginnings — Origins”

108 Man sick (hungover?) eyes and stars above him V25No.4 Page 20 “Notes From PKT”
109 Southern belle bathed by black mammy * 1951 V. 26. No. 5, Street, pg. 15 “Beginnings—
Origins”

110 People outside beauty shop 1951, V. 26, Street Called Sales Vol. 26, No. 5, page 3

111 People outside restaurant /1951, V. 26, Street Called Sales 26/9 Page 3 TOC

112 (2) Old lady at desk / Cute mechanic girl, car with hood up

113 Christmas tree lot V. I8, Holidays? 1943

114 Santa waving V. 18, Holidays? 1943

115 Santa shaving V. 22/no.12 December 1947,pg 13 “The Inside Story”

116 New year’s baby in martini glass V. I8, Holidays? 1943

117 Greek ruins *

118 Bird flying through hole in tree at night to daylight

119 Cancer V. 16 Astrology 1941

120 (2) Suitcases in spider web / Grape dingbat

121 Ram (Aries) V. 16 Astrology 1941

123 Mountain, house on prairie at night *
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APPENDIX I:
Jacoss’ CLIENT LisT

Clients listed in boldface indicate relatively long term clientele.

Albert Pick Ho tels

Albion Malleable Iron

Allstate Insurance

American Bible Society

American Dental Society

American Management Association
American Tag Company
Barber-Greene Company

Better Speech Institute

Bible Discoveries

Blatz Beer

Buchen Advertising Inc.

Burgess Battery

Cadillac

Captive Hotel

Caterpillar Tractor

Celotex

Chicago Musical Instrument Company
Chicago Tribune (1951-58)
Christmas Seal

D. F. Keller

David C. Cook Publishing

Duell, Sloane, and Pearce

Dunlop Hotel

Duvan

Educational Press Bulletin

Elgin Watches

Eli Lilly & Co.

Encyclopedia Britannica (1944-45)
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Esquire Publishing
Family Weekly magazine

Fine Edition Club

Florsheim

Forest Lawn Memorial Park

Fort Wayne Corrugated Paper Company
Hotel Sherman

J. B. Lippincott Company

Jefferson Standard Life Insurance

John Morrell & Company (1944-47, 1949-62)
Kiwanis Magazine

Levolier

Link Belt Company

Martin Driscoll & Company

Meredith Publishing (1941-1955, 1962-65))
Mimeograph Duplicator

Modern Hospital Publishing

Montgomery Ward

National Dairy Council
National Society of Art Directors

Naturalizer Shoes (1939-1942)
Northern Indiana Public Service Company
Phoenix Metal Cap (1940-1952)
Production Press

R.R. Donnelley & Sons

Rand McNally

Random House

Real Silk

Robert & Schram

Shedd Aquarium

Simon and Shuster

Society of Typographic Arts

Solvay Coke (1939-45)

St. Paul White Lead & Oil Company
Standard Education Society

Swiyart Paper



United States Gypsum Company
University of Chicago Press
University of Nebraska Press
Veritone

Victor Records

Young & Rubicam
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AFTERWARD

Once into it, I discovered that the research for a project like this is pretty open-ended. I
finally had to arbitrarily stop new research in July of 2005 in order to write this paper.

There are some leads that would warrant further investigation, however. For example,
there are two recordings of a 1950 radio interview with Jacobs that I would love to hear.
Unfortunately, when I attempted to listen to them at the Newberry Research Library, they
discovered that they didn’t have a proper needle for the 78 rpm recording.

Also, it would be nice to confirm what happened to the other illustrations by Jacobs that
Margarite Dudley intended to donate to Maude Kerns Art Center and the University of
Oregon. The director of Maude Kerns confessed that they may have been “de-accessed”
(that is, tossed out) a few years ago. Sources at the UO couldn’t find any record of the
donation.)

Another goal I wasn’t able to complete was securing an official estimate of the worth
of Lane’s collection of Jacobs illustrations. What I was able to find, however, seems to
indicate that it is much less valuable than I originally thought. The one Jacobs painting
that came to auction in 2000 didn’t sell. A collection of 9 watercolor figure paintings in
2004 went for only $45. While there might be some value to the owner of the copyright
(Phoenix Closures) for reproduction rights as retro clip art, the artwork itself probably
has negligible value. At the most, a dozen of the higher quality illustrations might be
worth $25 to $50 each on the commercial market.

Of course, I consider the collection’s gestalt value much higher than the sum of its parts.
It offers a fascinating insight into both a place and a time that had considerable impact on
the history of American design and illustration.

Last of all, among the other things I have not had time and energy to complete is proper
editing of this paper. It’s been through three or four proofing rounds but I admit that it

is not up to academic standards. Since, however, my intention was never to publish it
academically, I have decided to put it out as a rough draft. If, perchance, you come across
any irregularities, I would welcome the feedback at rubickt@lanecc.edu.

Thomas Rubick
October 2, 2005
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