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In 2018, in France, celebrations w
ere launched 

to m
ark the first 50 years since the youth revo-

lution of the fam
ous P

arisian M
ai 68. The desire 

to com
m

em
orate w

hat 1968 had been - nam
ely, 

the season that forever changed the w
orld and 

its custom
s - w

as felt so intensely by the w
orld of 

culture that debates w
ere organized, exhibitions 

set up and publications realized not only in Eu-
rope, but in m

any other parts of the w
orld as w

ell.
The m

ain reason w
e still reflect on the events 

of 1968 probably lies in the fact that the m
ajor 

players triggering that epochal change w
ere not 

political or religious leaders, but young people. It 
w

as, in fact, the uprisings of university students 
that in the m

id-1960s caused uproar on A
m

eri-
can cam

puses spurred by contestation regarding 
civil rights, the racial issue and the Vietnam

 W
ar. 

From
 there, protest dem

onstrations spread all 
over E

urope - from
 P

aris to P
rague, from

 R
om

e 
to London - w

here the dream
 of freedom

 com
ing 

from
 young people had to be acknow

ledged. 
It w

as that generation - am
idst utopias, contradic-

tions and false starts – that w
ould transform

 the 
public and the private realm

s, affirm
 new

 languag-
es of art and bring the social classes closer through 
a direct involvem

ent w
ith political life, from

 facto-
ries to school and university classroom

s.
The w

alls of the cities becam
e the backdrop 

of an urban theater anim
ated by w

ritings, slo-
gans, posters and m

im
eographs; the streets, 

squares and all public spaces becam
e the set-

tings of a m
ulticolored scene, a boiling m

agm
a 

w
here creativity, contestation and happenings 

becam
e the protagonists (fig. 1).
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The them
e of the urban struggle and the revolu-

tionary artistic explosions in the period after the 
S

econd W
orld W

ar can be read very w
ell in the 

changed idea of the city; from
 H

enri Lefebvre’s 

book, The P
roduction of Space, great reflections 

can be draw
n on the social unrest concerning 

the urban struggles of industrialized countries. 
The city w

as increasingly lived as a place to be 
re-conquered, a political space for experim

ent-
ing com

m
on projects of freedom

, solidarity and 
sharing. C

orresponding to these claim
s there 

w
as a gigantic quantity of im

ages, of w
hich a 

certain 
num

ber 
w

ould 
rem

ain 
the 

archetype 
of the 1968-1977 decade; from

 the psychedelic 
graphic art of the A

m
erican W

est C
oast, to the 

essential clenched fist icons of M
ay 68, to the 

portraits of the new
 idols of the period’s youth, 

from
 the B

eatles to C
he G

uevara (fig. 2).
The city entered into an im

agery thought of as 
creative activity, as a source of utopias and im

-
ages of the desired future society, to celebrate 
“im

agination seizing pow
er.” 

Th
is th

ou
gh

t m
ade u

p of em
otion

s, desires 
an

d ideals m
ade itself kn

ow
n

 in
 an

 im
m

e-
diate, direct w

ay, opposin
g, on

e again
st th

e 
oth

er, repression
 an

d desire, dom
in

ation
 an

d 
liberation

, pow
er an

d stren
gth

.
For the rebellion, the im

perative w
as no longer 

to delegate or represent, but to rise up and take 
a stand, to dem

onstrate, to re-appropriate life in 
“okkupied” spaces w

rested from
 those in pow

er 
and opened to group participation. Levi-S

trauss, 
Foucault, 

D
eleuze 

and 
D

errida 
becam

e 
con-

stant references for determ
ining the end of an 

era of history, even if w
hat m

attered w
as not so 

m
uch the opinion of intellectuals, but rather the 

spread of new
 w

ays of life that overturned the 
clichés generally accepted until then.
A

nd as in all revolts, the spirit that anim
ated the 

protagonists m
oved from

 a utopia that, as G
aleano 

describes, m
oves its horizon further aw

ay w
ith 

every step, practicing the daily exercise of an “in-
ner revolt” against the indifference that kills.[1]
The city thus appeared an ideal terrain, the her-
ald of a better future, as hoped for and described 
by H

enri Lefebvre,[2] w
here the essential com

-
ponents of a different and alternative urban life 
w

ere indicated : the right for everyone to take 
possession of its spaces, to use it w

ithout ex-
clusions or preclusions; the right of everyone to 

Fig. 1 - 11th M
ay 1968, “The night of the barricades” in Paris, Rue Gay-

Lussac (photo: PARIS-JOUR / SIPA).

Fig. 2 - 11th M
ay 1968, “The night of the barricades” in Paris, Rue Gay-

Lussac (photo: PARIS-JOUR / SIPA).
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self-determ
ination, participation in decisions on 

the transform
ations and governance of the city. 

Lefebvre’s slogan enjoyed a considerable success 
in the years im

m
ediately after 1968 in various 

countries, but w
hich then w

aned in the 1970s. 
In m

ore recent tim
es, Lefebvre’s thinking has 

been reinterpreted by D
avid H

arvey, w
ho in his 

book R
ebel C

ities w
rote: “The right to the city... 

is far m
ore than a right of individual or group ac-

cess to the resources that the city em
bodies: it is 

the right to change and reinvent the city according  
to our needs. It is, m

oreover, a collective rather 
than an individual right, since rebuilding the city 
inevitably depends upon the exercise of a collec -
tive pow

er over the processes of urbanization. ”[3]
The right to the city leads to the them

e of every-
day life, to an urban life m

ade up of com
m

itm
ent 

and hope, to places of encounter and exchange, 
to rhythm

s of life and w
ays of m

aking use of tim
e 

that allow
 full and com

plete use of its spaces, the 
right to a joyful and alienation-free daily life.
The slogan “ L’im

agination au pouvoir” (A
ll pow

-

er to the im
agination) coined by M

arcuse and 
taken up by the students of the 1968 protests 
indicates the desire to think of a new

 w
orld, 

different from
 the previous one. There w

as an 
urgent need for a form

 of com
m

unication as 
direct, fast and rapid as society w

as at the end 
of the 1960s; the concept of the im

age w
as re-

considered, as im
ages had to be schem

atic and 
pasted up everyw

here, just as w
ords had to be 

concise and shouted for slogans. The grey w
alls 

of cities and factories, filled w
ith w

ritings and 
draw

ings, w
ere transform

ed into colorful pages 
of everyday life; by reading them

 it w
as possible 

to understand w
hat w

as happening around us.
G

reat 
m

arches 
anim

ated 
by 

slogans 
and 

banners 
correlated 

signs, 
draw

ings, 
w

ords 
and voices. The social groups that until then 
had 

had 
few

 
opportunities 

for 
expression, 

launched them
selves into social and political 

activism
 thanks to a new

 dim
ension of com

-
m

unication that accelerated their opportuni-
ties for w

ork and exchange. 
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In these circum
stances, the use of the poster ex-

ploded as a rapid, im
m

ediate com
m

unication tool 
w

ith great visual im
pact. A

lthough it w
as a m

eans 
of expression already in vogue in previous dec-
ades, the poster w

as revived, w
ith different char-

acteristics, in a decade that saw
 the aw

akening of 
political action and social com

m
unication.[4]

Starting from
 the end of the 1960s, from

 the revolt 
of the P

arisian Ècole des B
eaux-Arts to the long 

w
ave of the Italian Sessantotto, from

 the draw
ings 

of the A
m

erican U
nderground, to the large prop-

aganda posters of M
aoist C

hina, the poster w
as 

the great protagonist of the revolt’s international 
com

m
unication. In the very m

idst of urban m
obi-

lizations, the poster experienced a real rebirth in 
those years, both in its graphic language as w

ell 
as in its m

ethods of inform
ation and agitation. 

A
bove all, the poster becam

e a pow
erful form

 of 
com

m
unication also m

ade use of by all the play-

Fig. 3a/3b - Attacking on the streets of Paris (credit: Associated Press).
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ers w
ho anim

ated the social scene of the period 
for challenging the institutional order and au-
thorities, a m

eans of “counter-inform
ation” w

ith 
w

hich to counteract the then-current inform
ation 

controlled by the establishm
ent. 

The poster proposed identity paradigm
s alter-

native to those traditional and consolidated, 
confronting and com

peting w
ith other posters, 

because it had to com
pete w

ith them
 for the 

affirm
ation of its ow

n m
essage.
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There w
as a social dim

ension surrounding the 
poster that regarded not only its graphic creation 
or its printing, but also its diffusion. The practice 
of putting up posters – of pasting them

 – becam
e 

an instrum
ent of revolutionary action, a practice of 

participation, a targeted and conscious search for 
the abusive occupation of urban spaces, a w

illing-
ness to take w

ords and im
ages w

here they could 
generate provocation, solicit reactions, and possi-
bly obtain new

 adhesions to one’s ow
n cause. 

The poster-paster becam
e the clandestine m

es-
senger of unauthorized m

essages, a counter-in-
form

ation m
ilitant. C

landestine poster pasting 
aim

ed to occupy the public w
alls of the city, so 

as to provoke a conflict w
ith the rules of the 

dom
inant pow

er but w
as also an action of con-

frontation and com
petition w

ith other groups or 
w

ith groups of opposite factions.[5]
The m

ain technique of poster pasting is that of 
the repetitiveness of its m

essage: a row
 of re-

peated posters along a w
all is m

ore effective 
than an isolated poster because its visibility also 
depends on its repetitiveness. This is the sam

e 
dynam

ic as a com
m

ercial or a cam
paign ad: the 

m
ore tim

es a m
essage is repeated, the m

ore 
visible and effective it becom

es. 
A

n analysis of com
m

unication codes today show
s 

how
 m

any stim
uli and im

pulses w
ere generated 

then, and the effects of all this can still be found 
in contem

porary graphic design. 
A

rtistic experim
ents w

ere interw
oven w

ith the 
m

ore usual clichés recovered from
 the iconogra-

phy of the w
orkers’ m

ovem
ent and the Soviet revo-

lution before the First W
orld W

ar, Italian Futurism
 

and French D
adaism

. These m
ovem

ents, in the 
need to quickly equip them

selves w
ith a netw

ork 
of m

eans of m
ass com

m
unication and having no 

particular econom
ic resources, used instrum

ents 
that w

ere effective for achieving their goals, as 
w

ell as inexpensive. Leaflets, w
all w

ritings, ral-
lies, posters w

ere all tools possessing both these 
characteristics (fig. 3a-b).
Every m

ovem
ent, no m

atter how
 spontaneous, im

-
m

ediately began to equip itself w
ith different tools 

of m
ass com

m
unication, from

 leaflets to m
im

e-
ographs, w

all w
ritings, as w

ell as public assem
-

blies, sit-ins, m
arches w

ith banners, m
egaphones 

and dazibao big-character posters. From
 1968 on, 

there w
as an escalation of m

eetings, perform
anc-

es, happenings leading up to, later on, the free ra-
dio stations broadcasting in 1977. 
E

ach of these m
eans of m

ass com
m

unication 
has a different visual and com

m
unicative im

-
pact: a poster, or a w

all w
riting, or a banner in 

a m
arch produces different com

m
unicative ef-

fects, since w
ritings on w

alls have a unique and 
unrepeatable aura, w

hile posters fall w
ithin the 

scope of the reproducibility of a w
ork of art, w

ith 
a circulation of several tens, hundreds or thou-
sands of copies,  depending on the circum

stanc-
es.[6] M

oreover, a poster can be put up every-
w

here, on w
alls along streets, it can be pasted 

on top of som
eone else’s, it can be torn, scrib-

bled on, draw
n on, altered, m

ocked; all actions 
that becam

e an integral part of the revolt itself.
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W
ith regard to com

m
unication, the fundam

ental 
characteristic of the poster lies in the synthesis 
of w

ord and im
age. This represents a very sim

ple 
and inexpensive m

eans of m
ass com

m
unication. 

M
oreover, in the 1960s, silkscreen printing, a 

cheaper and faster m
ethod of printing than off-

set printing, began to becom
e popular. In M

ay 
1968, the Academ

ie des B
eaux-Arts, occupied by 

the students of P
aris, becam

e a hotbed of cre-

ativity and printed creations. In this context, the 
students w

ho occupied the spaces of the Acade-
m

ie  and the Latin Q
uarter set up a printing shop 

w
here posters w

ere designed and then discussed 
in general assem

blies; once the m
ost effective 

ones had been chosen, they w
ere reproduced 

w
ith silkscreen printing (fig. 4).

W
ith silkscreen printing, posters w

ere printed 
by hand on fram

es w
ith the use of thinners and 

ink, and then, once printed, w
ere hung for dry-

ing and then dissem
inated by being pasted on 

w
alls throughout the Latin Q

uarter. This kind of 
production w

as im
m

ediate, not only in its feasi-
bility, but also in its necessity, for m

eeting the 
im

peratives dictated by the revolutionary com
-

m
unication system

. In this situation, the dim
en-

sions of the paper on w
hich the poster w

as to be 
printed also had im

portance, both for the repro-
duction processes, as w

ell as for the readability 
and recognizability of the m

essage, w
hich had to 

be visible even from
 a distance. 

In a panoram
a filled w

ith im
ages, at tim

es very 
sim

plified, violent, poetic, ironic, allusive, politi-
cal, psychedelic, em

blem
atic posters w

ere pro-
duced, representative of an essential, harshly jar-
ring language, but also rich in references to the 

Fig. 4 - Serigraph set up at the Atelier Populaire in Paris (credit: AA.VV., 2018. 
Im

ages en lutte, Beaux-Arts de Paris éditions, Paris, 2018).
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avant-garde m
ovem

ents betw
een the tw

o W
orld 

W
ars, in w

hich the law
s of form

 and of com
m

u-
nication proved fundam

ental to the foundations 
of contem

porary graphics. They w
ere often anon-

ym
ous posters, deliberately devoid of artistic au-

thorship due to the specific intention of artists and 
authors w

ho w
ished to express their solidarity w

ith 
the ideals of the revolt. The w

alls of the city took on 
a chaotic and at the sam

e tim
e artistic dim

ension, 
art no longer rem

ained an enclave of the few
 but 

becam
e a heritage for all and creativity, being the 

expression of hum
an ingenuity, becam

e a com
m

on 
asset to share w

ith the entire com
m

unity. 

6. TH
E C

O
M

M
ITM

EN
T O

F A
TELIER

 P
O

P
U

LA
IR

E, 
O

R
 “C

E N
’EST Q

U
’U

N
 D

ÉB
U

T : C
O

N
TIN

U
O

N
S LE 

C
O

M
B

A
T”

O
nce they had occupied the lithography studios 

of the È
cole, the teachers and students joined 

together in a collective. The docum
ents of the 

tim
e show

 the notice that w
as displayed at the 

entrance of the A
telier: “To w

ork in the A
tel-

ier P
opulaire is to give concrete support to the 

great m
ovem

ent of the w
orkers on strike w

ho  
are occupying their factories in defiance of the 
G

aullist governm
ent w

hich w
orks against the 

people. B
y placing all his skills at the service 

of the w
orkers’ struggle, each m

em
ber of this 

w
orkshop is also w

orking for him
self, in that he 

is com
ing in contact through his practical w

ork 
w

ith the educative pow
er of the people. ”[7] 

The 
first 

poster 
w

as 
a 

lithograph 
entitled: 

U
sines – U

niversités - U
nion (F

actories – U
ni-

versities - U
nion) (fig. 5). D

uring the assem
-

bly held on the 14th of M
ay, the artist G

uy de 
R

ougem
ont proposed the use of screen print-

ing. A
lm

ost com
pletely unknow

n in F
rance, 

this technique w
as not considered sufficiently 

elegant and w
ell-defined by m

any artists w
ho 

preferred lithography or engraving.
The 

book Atelier populaire, présenté par lui-
m

êm
e  published by U

U
U

 in 1968 explains in 
concrete term

s the different stages for the 
purpose of introducing this technique to as 
m

any users as possible.[8] 

Fig. 5 - Anonym
ous, U.U.U., first poster printed by Atelier Populaire, U.U.U. as 

w
ell as the publishing house of the Atelier, 14 M

ay 1968. Lithograph 82x84 
cm

. (Credit: Atelier Populaire, 1968).
Fig. 6 - Collage of posters printed in silk-screen printing at the Atelier 
Polulaire (Credit: Atelier Populaire, 1968).

The posters of the French M
ai 68 w

ould have al-
m

ost all used this technique distinguished by its 
sim

plicity: the absence of shading, the use of just 
one or tw

o colors and a very sim
plified aesthet-

ics. M
any posters w

ere, in fact, com
posed only 

of text, in keeping w
ith the graffiti m

ultiplying on 
the w

alls of P
aris during this period.

The w
orkshops very quickly produced m

any thou-
sands of posters each day; som

e artists w
ho 

later attested their participation in this rather 
unique experience w

ere G
érard From

anger, G
uy 

de R
ougem

ont, Julio le P
arc (m

em
ber of G

R
A

V: 
groupe de recherche et d’art visuel). The technical 
lim

its of silkscreen printing had profoundly influ-
enced their aesthetic form

; this production con-
centrated in one place, in one tim

e and by a group 
of artists engaged in strong political dialectics, in 
fact, gave life to a true “visual identity” (fig. 6).
The 

graphic 
analysis 

of 
m

ost 
of 

the 
posters 

show
s a strict coherence betw

een strong im
age 

and short text; playing w
ith shapes and letters, 

the draw
ings are very sim

plified, and the colors 
are uniform

. The elem
entary aspect of the real-

ization, and the hum
or or the ferocity of the slo-

gans contribute to give an im
pression of strength 

and efficacy to the m
essages.

7.A
R

T A
S EXP

R
ESSIO

N
 A

N
D

 A
R

T A
S C

O
M

M
U

N
I-

C
A

TIO
N

, O
R

 “M
A

K
E TH

E W
O

R
D

”

The visual dim
ension of the events linked to the 

1968 student protest m
ovem

ent, given its com
-

m
unicative 

dynam
ics, 

w
ent 

beyond 
w

alls 
and 

streets, to blend w
ith urban art, nourishing the 

visual hyper-inform
ation of the city and rew

ork-
ing it in a continuous rem

ix of form
 and content, 

linguistic appropriation and sem
antic overturn-

ing. In this case, the graphic design of the post-
ers from

 the 1968/1977 decade anticipated - to 
the point of com

peting w
ith - the advertising and 

graphics of the expressions that w
ere part of the 

visual regim
e dom

inant in the public context.
The idea had already been developed by the figura-
tive avant-gardes of the tw

entieth century w
hich, 

as w
as com

m
on in the years of protest, arose w

ith 
a strong position of refusal and open contrast w

ith 
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the artistic, philosophical, scientific, social and 
political conceptions of their tim

e.[9]
W

hen in M
ay of 1968 the first revolutionary w

ave 
began, a voracious m

ovem
ent, in search of radi-

cal changes, appeared in pursuit of all those el-
em

ents of graphic renew
al, in order to express 

its anti-establishm
ent m

essage. 
D

uring the follow
ing decade, the graphics and 

the im
ages of the revolt w

ould be transform
ed; 

other types of posters w
ould follow

, in the con-
stant search for new

 experim
ental languages 

pursued by political organizations and m
ove-

m
ents. D

ifferent visual currents can be identi-
fied that intertw

ine and define different identi-
ties (figg. 7 – 8) (figg. 9 – 10).

8. 
TH

E 
W

O
R

LD
 

O
F 

TH
E 

A
M

ER
IC

A
N

 
U

N
D

ER
-

G
R

O
U

N
D

, O
R

 “P
U

T FLO
W

ER
S IN

 YO
U

R
 G

U
N

S”

A
 very im

portant anti-system
 m

ovem
ent in-

troducing psychedelic collage graphic design 
w

as represented by the underground counter-
culture born in the 1960s, initially developed 
in the U

nited K
ingdom

 and the U
nited S

tates, 
and 

later 
diffused 

throughout 
m

uch 
of 

the 
W

estern w
orld during the follow

ing decade, 
w

ith L
ondon, N

ew
 York and S

an F
rancisco as 

hotbeds of activity against the ruling class. 
A

 very successful style, both for artistic quality 
and strong visual im

pact, w
as that of psychedelic 

graphic design. O
ne of the m

ain rules of this ar-

Fig. 7 - Black Panters, Pow
er to the people poster, New

 York, 1969, screen-
print 105 x 74 cm

 (Credit: Steef Davidson Collection).
Fig. 8 -Chw

ast Seym
our, End, Bad, Breath, 1968, offset 28 x 40 inches. Uncle Sam

, 
a traditional sym

bol of Am
erican patriotism

, is subverted to protest the United 
States ’ongoing involvem

ent in the Vietnam
 W

ar. (Credit: Seym
our Chw

ast Archive).

Fig. 9 -Anonym
ous, It’s the real thing for S.E. Asia, USA 1970, Serigraphy 

38.5 x 28 cm
. (Credits: Stedelijk M

useum
, Am

sterdam
).

Fig. 10 - Student W
orkshop Berkeley, Against the Vietnam

 W
ar, USA 1970, 

screen printing 36x 56 cm
. (Credits: coll. Stedelijk M

useum
, Am

sterdam
).
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tistic expression, also because of its visionary and 
destabilizing aesthetic nature, is that of a use, at 
tim

es extrem
e and pushed to the lim

it, of color. 
C

ollage 
and 

photom
ontage 

w
ere 

another 
source 

of 
inspiration 

for 
the 

U
nderground, 

w
here one tended to decontextualize and de-

construct the im
ages or icons of pow

er.[10]
The best know

n are posters by Victor M
osco-

so, W
es W

ilson, R
ick G

riffin, A
lton K

elley and 
S

tanley M
ouse, know

n as “The S
an Francisco 

Five,” artists w
ho w

rote the history of visual art 
linked to the culture and the counterculture of 
the tim

e. A
 large part of their w

ork w
as com

m
is-

sioned for the “Fillm
ore W

est,” S
an Francisco’s 

historic avant-garde venue run by B
ill G

raham
 

from
 1966 to 1971. [11] A

ll the m
ajor bands of 

the tim
e played the Fillm

ore and, for each of 
them

, 
G

raham
 

had 
splendid 

posters 
printed 

both by fam
ous artists and by new

 talents, still 
little-know

n, such as M
ari Tepper.[12] 

Fig. 11 -W
es W

ilson, The Association, Quicksilver M
essenger Service, Grass-

roots, Sopw
ith Cam

el; Fillm
ore Auditorium

, July 22-23, 1966, offset 50.25 x 
35 cm

 (Credit: Collection SFM
OM

A).
Fig. 12 -Victor M

oscoso, The Cham
bers Brothers poster, The M

iller Blues 
Band poster, offset, 1967 (Credit: Neon Rose).

A
s early as in the sum

m
er of 1967, a series of 

events took place in S
an Francisco that m

arked, 
in som

e w
ays, the culm

inating m
om

ent of a 
countercultural m

ovem
ent that had been estab-

lishing itself in the U
nited S

tates for som
e years. 

It w
as the “S

um
m

er of Love,” in w
hich hippies, 

the “flow
er children” w

ho, thanks to the B
eat 

m
ovem

ent (K
erouac, Ferlinghetti, G

insberg...), 
proclaim

ed another culture w
hose ideals w

ere 
love, peace, freedom

 against a consum
erist so-

ciety devastated by racial struggles and the Vi-
etnam

 W
ar (figg. 11 – 12).

9. TH
E

 N
E

W
 LA

N
G

U
A

G
E

S
 FR

O
M

 G
R

E
A

T B
R

IT-
A

IN
, O

R
 “LU

C
Y IN

 TH
E

 S
K

Y W
ITH

 D
IA

M
O

N
D

S
” 

Th
e G

reat B
ritain

 of th
e 1960s w

as th
e pri-

m
ary place in

 E
u

rope w
h

ere sen
sation

al n
ew

 
th

in
gs w

ere produ
ced th

at first affected th
e 

cu
ltu

re an
d cu

stom
s of you

n
g people. F

rom
 

th
e m

ovem
en

t of th
e “an

gry you
n

g m
en

” u
p to 

th
e first you

th
 gan

gs (M
ods an

d R
ockers), u

p 
to th

e explosion
 of th

e B
eatles ph

en
om

en
on

, 
you

n
g E

n
glish

 people rebelled again
st th

eir 
fath

ers’ w
ay of life an

d pou
red n

ew
 m

u
sic 

in
to th

e streets an
d squ

ares u
sin

g a lan
gu

age 
capable of expressin

g th
eir revolt.

Fig. 13 - Som
e posters taken from

 the Poster W
orkshop archive (London), anim

ated by Peter Dukes, Dick Pountain and Jean Loup M
sika, https://edizionidelfrisco.

com
/2018/05/31/la-storia-del-poster- w

orkshops-the-place-m
ythological-w

here-you-w
ere printing-the-poster-the-rebellion-English /35 cm

 (Credit: Collection SFM
OM

A).
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In London, the P
oster W

orkshop played a very im
-

portant role in printing the posters of the English 
rebellion.[13] From

 1968 to 1971, anyone could 
drop in to the basem

ent of a building in C
am

den 
Tow

n and com
m

ission a poster from
 the group 

of printers. From
 w

orkers on strike to civil rights 
groups, liberation m

ovem
ents around the w

orld 
relied on this group inspired by the P

arisian A
t-

elier P
opulaire  to quickly produce the posters 

needed for dem
onstrations on the hot topics of 

the period: Vietnam
, N

orthern Ireland, South A
fri-

ca, housing, w
orkers’ and w

om
en’s rights (fig. 13).

10. TH
E C

U
B

A
N

 C
A

R
TELES, 

O
R

 “H
A

STA
 LA

 VIC
TO

R
IA

 SIEM
P

R
E”

The posters of Latin A
m

erica, and especially 
C

uban poster art, reflected the grow
th of popu-

lar art anim
ated by the social changes that took 

place after the revolution. 
C

uban graphic design, in this context, took on 
eclectic form

s, borrow
ed from

 the languages 
and expressive form

s of other cultures, revisited 
by local traditions and languages. The stim

ulus 
cam

e from
 the institutional bodies that prom

oted 
an inform

ation suitable to create a com
m

on con-
sciousness, identifying, in the art of the poster, 
that closest to the revolutionary spirit. 
C

uban graphic production concentrated, in the 
decade going from

 1965 to 1975, on the prom
o-

tion of art and culture am
ong the population 

through the establishm
ent of various bodies w

ith 
the task of spreading education and know

ledge 
and, in particular, the IC

A
IC

 (C
uban Institute of 

C
inem

atographic A
rt and Industry).

C
uba, unlike the rest of the w

orld, had no need 
for 

counter-inform
ation; 

graphic 
art 

spread 
through the streets, becom

ing an everyday el-
em

ent of interest and debate and, thanks to a 
cultural policy that favored the birth of the lo-
cal film

 industry, graphic designers had the op-
portunity to express them

selves w
ith im

agina-
tion and originality. The capacity for expressive 
synthesis 

and 
freedom

 
of 

expression 
w

ould 
allow

 them
 to form

 an original m
ovem

ent of 
veritable artists dedicated to advertising prop-

Fig. 14a - Félix René M
ederos Pazos, Com

o En Viet Nam
, serigraphy, 

1970 La Habana. 

Fig. 14b - Félix Beltrán, Libertad para Angela Davis, Serigraphy, 1971. La Habana.

aganda. The C
uban cartel becam

e a synonym
 of 

creativity and skill and m
ovie posters, as w

ell 
as social action posters, are the m

ost evident 
and significant testim

ony of this.
A

m
ong the m

any artists engaged in giving a graph-
ic form

 to the contents of the m
essages and in de-

veloping a personal language, w
e w

ould m
ention 

R
aùl M

artinez, Edoardo M
unoz B

achs, A
lfredo 

G
onzàlez R

oostgaart, Fèlix B
eltràn, N

iko and Felix 
R

ené M
ederos P

azos [14] (fig. 14 a; b).
Th

e excellen
t form

al qu
ality of th

e draw
in

gs 
often

 presen
ts bold strokes an

d very brigh
t, 

flat 
colors 

rem
in

iscen
t 

of 
S

ou
th

 
A

m
erican 

m
aterial cu

ltu
re (fig. 15).

11. P
O

LITIC
A

L C
O

M
M

U
N

IC
A

TIO
N

 IN
 ITA

LY, 
O

R
 “STU

D
EN

TI E O
P

ER
A

I U
N

ITI N
ELLA

 LO
TTA

” 

The student protest that exploded in 1968 in It-
aly  joined in 1969 w

ith the struggle for w
orkers’ 

and em
ployees’ rights. Therefore, the student 

m
ovem

ent and the w
orkers’ m

ovem
ent cam

e 
together and defined the lines of the urban re-
volt that, from

 the universities to the factories, 
spilled into the streets and squares.
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The graphic design of Italian posters w
as nour-

ished and renew
ed on the basis of the stim

uli and 
im

pulses com
ing from

 other countries, from
 the 

posters of the P
arisian M

ai 68 to those from
 Latin 

A
m

erica, from
 A

m
erican underground draw

ings to 
the big-character posters of M

aoist C
hina. G

raphic 
experim

ents that intertw
ined w

ith m
ore usual cli-

chés, recovered from
 the iconography of the w

ork-
ers’ m

ovem
ent. The com

parison betw
een Italian 

and foreign posters and betw
een posters of the 

Fig. 15 - Faustino Pérez Organero, Ahorrala, serigraphy, 1983 (Credits: 
Bardellotto Collection). The m

anifesto is part of the social action cam
-

paigns for w
ater and energy saving of the República de Cuba. 

different m
ovem

ents show
s how

 the language of 
the revolt influenced political im

agery as a w
hole 

and its iconic representations, also subverting the 
graphic design of the institutional parties.
From

 the seriousness and the bleakness of the 
com

m
unication - w

hich w
as then called propagan-

da - of previous decades, the Sessantotto burst 
into this state of affairs, distorting and changing it 
in a fatal w

ay. W
illiam

 G
am

betta w
rites: “The icono-

graphic references and the narrative strategies of 
this w

ave of conflict, in fact, w
ere no longer those 

of the com
m

ercial com
m

unication of “neo-capital-
ism

.” That youthful revolt, on the contrary, sought 

Fig. 16a - Albe Steiner, Poster for the celebrations of April 25th, 1973. 

Fig. 16b - Poster for Utopia m
agazine, 1973.

stim
uli and inspiration beyond the usual horizons, 

in other young people w
ho, like them

, had taken to 
the streets and squares, in countries of different 
cultures and social orders...”.[15] The season be-
gan in w

hich political parties and m
ovem

ents re-
lied on the skills of graphic designers, illustrators 
and cartoonists w

ho until then had found no place 
in political com

m
unication. A

lbe Steiner, Ettore Vi-
tale, P

ietro P
erotti, R

oberto Zam
arin, and others 

w
ere the innovative authors of the post- 68 icono-

graphic revolution (figg. 16 a; b – 17 – 18).

12. 
C

O
N

C
L

U
S

IO
N

: 
“TH

E
 

W
O

R
L

D
 

IS
 

A
 

F
IN

E 
P

L
A

C
E

 A
N

D
 W

O
R

TH
 F

IG
H

TIN
G

 F
O

R
”

E
very age has its revolutions, and these have a 

m
eaning and a history because they are lived in a 

specific hum
an, political, econom

ic and cultural 
context. If the cities in w

hich w
e live are m

ore 
and m

ore visual, it is thanks to the long w
ave of 
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1968 that w
ith its m

ovem
ents generated a huge 

flow
 of iconic form

ulas that pervade the urban 
habitat: illum

inated m
ega-screens and adver-

tising posters, shop and street signs, posters of 
events, shop w

indow
s and signs on w

alls. In this 
“ urban iconosphere” there are rules that are not 
alw

ays clear, often contradictory and not im
m

e-
diately understandable.[16] In the 1960s, w

e w
ere 

only at the beginning of a new
 age of the im

age, 
of appearance, industrial design, television com

-
m

unication and the consequent developm
ent of 

signs distributed everyw
here to orient and dis-

orient, fascinate or im
press, strike and shock. 

From
 the 1960s to the present day, one could say 

that w
e have com

e to live in an increasingly per-
vasive and ram

ified “visual reality,” m
ade m

ore 
fluid by the com

puter and digital revolution; the 
phenom

enon of urban revolt cannot be separat-
ed from

 the com
m

unication system
s of the re-

volt itself, and the m
ain tools of social, political 

and artistic com
m

unication have been precisely 
the affiche, the m

anifesto, the poster, legacy of 
the years of the artistic avant-garde that, start-
ing from

 the end of the 1960s, w
ith the shock 

w
ave of the 1968 student protest m

ovem
ent, in 

Italy and in the rest of the w
orld, have connoted 

the urban landscape of our cities.
The revolt of the 1960s w

as a kaleidoscope of 
heterogeneous, in som

e cases contradictory, 
phenom

ena w
hich called into question all ex-

isting values - personal, social, political and 
cultural. Technology and return to nature, anti-
clericalism

 and fascination w
ith E

astern spirit-
uality, 

w
om

en’s 
liberation 

and 
pornography, 

psychedelic hallucinations and class struggle, 
individualism

 and collectivism
. E

verything and 
the opposite of everything, so m

any facets of a 
single utopia that, as utopia, has not been re-
alized, but continues to fascinate and intrigue 
us. It is therefore the beginning of an end, but 
it is also the beginning of a transition from

 one 
w

orld to another (fig. 19).

Fig. 17 - Anonym
ous, “They m

ade a desert and called it Pace”, poster 
for the U.G.I., Florence, 1974.

Fig. 18 -Ettore Vitale, poster for the celebrations of M
ay 1st, 27th 

national congress of the Italian Socialist Youth Federation, 1977.

Fig. 19 -Anonym
ous, Fem

m
e Unisson nous!, M

ouvem
ent de Libération 

des Fem
m

es (France), offset, 27x21 cm
., 1975 (credit: AA.VV., 2018. 

Im
ages en lutte, Beaux-Arts de Paris éditions, Paris, 2018).

F
IN

A
L

 N
O

TE

In telling the story of the revolts through im
ages, 

there is the risk of incurring m
ystification, since, 

in the search for a synthesis, there is an inevitable 
risk of banalization or, at least, of a partial vision; 
m

oreover, as the protagonists w
ould say, revolu-

tions m
ust - or should – be lived and prepared day 

by day. The posters m
entioned w

ere chosen not so 
m

uch for their aesthetic qualities as, instead, to 
show

 the relationship betw
een the different theo-

ries and the different form
s of revolt that charac-

terized the w
alls of the period covered. These post-

ers helped to enliven the scene of the turbulent 
street theater. A

t the heart of this conflict lies the 
very concept of com

m
unication, radically subvert-

ed by a new
 generation that m

ade protest a lever 
for a change to civil rights and a renew

al of politics.
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NOTE

[1] Eduardo Galeano w
rites: W

hat 
is the purpose of utopia? It is to 
cause us to advance , in Petrella, 
R., 

2016. 
http://w

w
w

.vita.it/it/ar-
ticle/2015/04/13/galeano-a-che-
serve-lutopia-a-non-sm

ettere-di-
cam

m
inare/132784/

[2] Lefebvre, H.,2014, p. 22 

[3] Harvey, D., 2013, p. 22 

[4] For the Italian context, the tw
en-

ty years betw
een the tw

o W
orld 

W
ars w

as one of the m
ost produc-

tive phases of political com
m

unica-
tion through increasingly attractive 
posters, 

effective 
in 

transm
itting 

m
essages, m

odern in their graphic 
design and com

position. If in the 
1930s an insistent use of posters 
could be m

otivated by the low
 lev-

el of literacy in Italian society as 
w

ell as by the evident propaganda 
actions of the regim

e, the reasons 
for the affirm

ation of the poster in 
the 1960s and 1970s appear less 
obvious and m

ore com
plex. 

[5] In England, in the early 1960s, 
the M

ods and Rockers teenage 
gangs represented tw

o different 
lifestyles that engaged in a very 
violent urban conflict. This guer-
rilla 

w
arfare 

betw
een 

opposing 
ideological groups focused m

edia 
attention on juvenile distress until, 
in the early 1970s, the attention on 
this rivalry ceased, to then focus 
on the em

erging subcultures of 
hippies and skinheads.

[6] Benjam
in argues that the in-

troduction, at the beginning of the 
20th century, of new

 techniques to 
produce, reproduce and dissem

-
inate w

orks of art to the m
asses 

radically changed the attitude of 
the public and artists, causing a 
political revolution in the relation-
ship betw

een art and pow
er. The 

new
 m

eans for reproducing a w
ork 

of art in any tim
e and place, on the 

one hand generates the loss of the 
uniqueness of the w

ork of art, ex-
pressed w

ith the concept of “aura.” 
From

 an unrepeatable event, as it 
w

as, in fact, the artw
ork is con-

tinually transform
ed through the 

m
ultiplication 

of 
reproductions. 

This phenom
enon causes a series 

of social and political changes. The 
loss of the aura, therefore, corre-
sponds to the loss of the unique-
ness and essentiality of a w

ork of 
art but becom

es an instrum
ent of 

liberation of the m
asses from

 the 
control of cultural elites or pow

er.

[7] 
https://digilander.libero.it/sito-

graphics/im
agini_atelier-populaire.

htm
l. 

Official 
w

ebsite 
of 

Atelier 
Populaire

[8] Atelier populaire, 1968.

[9] 
The 

term
 

“avant-garde” 
is 

referred to a political and revolu-
tionary context. It is a constella-
tion of events, people and histori-
cal conditions that, in a relatively 
short period of tim

e, brought to-
gether painters, poets and art-
ists, w

ho posed them
selves the 

problem
 

of 
going 

beyond 
the 

conventional canons of their art to 
achieve a truer and m

ore socially 
engaged reality. 

[10] There is a strong identifica-
tion, on the part of these artists, 
in the w

ork of John Heartfield 
w

ho, through this art form
, exert-

ed a very harsh social criticism
 

during the W
eim

ar Republic.

[11] The 
nam

e, 
w

hich 
becam

e 
legendary in the 1960s, is de-
rived 

from
 

the 
intersection 

of 
tw

o streets in the city center, Fill-
m

ore Street and Geary Boulevard, 
w

here Graham
’s offices w

ere lo-
cated from

 1966 to 1968.
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[12] M
ari Tepper’s w

orks, m
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 unsigned, are often m
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any other artists, it is very rare to 
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