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				Jane Cowl in The Road to Rome, 1928

				Cowl made her New York stage debut at nineteen and was a star by the time she was twenty-eight. Brooks Atkinson spoke for many when he hailed her “personal beauty, impeccability of manners, humorous vitality, and simple command of the art of acting.” She holds the record for playing Juliet more than any other actress in theater history. Here she appears in a revival of Robert Sherwood’s first play, The Road to Rome, about Hannibal’s attempt to capture Rome. She had starred in the original production a season earlier and after a five-month break returned to play another season on Broadway. Sherwood would go on to win three Pulitzers for his plays and an Oscar for his screenwriting.
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			Duke McHale in Babes in Arms, 1937

		

	
		INTRODUCTION

		In 1941, Henry Luce described the twentieth century as the American century. Luce recognized that the United States largely dominated and should dominate in political, economic, and cultural terms for most of the century. In the arts at that time and actually beginning two decades earlier, there was the Hirschfeld century, an eighty-two-year era in which Al Hirschfeld both recorded and defined so much of popular culture, especially through his drawings of productions on Broadway and in Hollywood. He was there at the birth of television and captured its first half century. He recorded more popular music than any one MP3, CD, LP, or wax cylinder ever did. His drawings of dance are among his most accomplished works. In this book, I look at each decade through his drawings, paintings, and prints to provide their history and insight into Al’s intent, as well as approaches for a better understanding of what he accomplished and its impact.

		This book does not have every drawing or every story of Al Hirschfeld’s. He created approximately ten thousand drawings in his lifetime. With so many great examples, I am sure readers will feel that I have missed one or more of their favorites. I have tried to include both iconic and relatively unknown works in a variety of media to provide as complete a picture as I can for each decade. As for anecdotes, Al was a man who could come back from going to the corner with an interesting story of something that happened to him. William Saroyan said that someone was always offering Al “the key,” and Al was a Zelig-like character in a good bit of cultural history of the twentieth century, mostly in New York, but also in Hollywood, Paris, and London. Some of those stories are included, but this is not a biography; rather, it’s a critical study of Hirschfeld’s art. This book deals with his life in his studio for the most part (out-of-town tryouts notwithstanding).

		For twenty-five years, I have been studying Al’s work, the first thirteen by making weekly visits to his studio to catalog his lifetime of work and to chat at lunch and tea in the afternoon about what was happening in our worlds and of course about his work. He had no interest in the past, really. I remember once an old friend had stopped by and spent the better part of an hour laughing with Al about stories of some personal or professional high jinks from their pasts, all while Al sat drawing at his table. When the fellow left, Al turned to me, in all seriousness, and said, “I don’t get these guys who only want to talk about the past,” and went back to drawing. This was a man who continued to go out or have people in almost every night of his life until the end at ninety-nine and a half. In his later years, he found himself reading more as his friends, both young and old, did not want to stay up as long as he did. Few could work harder, as he was in his studio seven days a week from approximately ten in the morning to five or six at night, with breaks for lunch and four o’clock tea and cookies. He felt that talent was the easy part, “a drug on the market,” in his words, and it was discipline that mattered.

		I think he was simply outsourcing his past to me, providing me, in an informal way, with the facts and figures and context of the work so when the inevitable questions came about specific dates and drawings, he would say, “I have an archivist now. He’s put everything in order so I can’t find anything.” Yet he had remarkable recall of what he drew and stories from the past. I could tell that he had not thought about many of the stories for some time when he told them to me. I have a visual memory, and I felt Al and I shared a vocabulary of his work that allowed us to discuss in shorthand his drawings by referring to different works throughout his career. As a curator, I have had the pleasure of immersing myself in an artist’s career with the artist by my side on several occasions. Both the extended time I had with and without Al and the sheer quality and quantity of his work have made my relationship with him and his work something unique. Time has also provided perspective, I hope, to view the work in both its historical context and the artist’s development. I am well versed in Al’s subject matter, having written books and curated exhibitions on a wide range of performance-arts-related subjects, and I have looked at Al’s work as art in that context in this book.

		I think we are now entering into what I refer to as the “Jane Avril phase” of his career. Most of us know Jane Avril only through the prints and posters of Toulouse-Lautrec, some of which advertised her appearances. No one alive today could have seen Avril’s performances in Parisian nightclubs at the end of the nineteenth century, and we only know her now through Lautrec’s vision of her. We can see Lautrec’s work purely as art rather than as a record of a performance for which it was originally intended. It remains that of course, but that is no longer its primary function, allowing us to see her much more as Lautrec saw her. The same is true with Hirschfeld. The number of people who have seen Carol Channing in performance in such roles as Dolly Levi in Hello, Dolly! is decreasing, alas. By the next generation, they may know her as much by her Hirschfeld drawings as by any audio- or videotape or photograph. All, including both actress and artist, agree that Al captured the essence as well as the look of her performances. Like Lautrec’s Avril, Hirschfeld’s Channing distills her magic into graphic terms that speak across the years. Even now, millennials look more at Hirschfeld drawings as art rather than as records of specific performances, not having had a lifetime of seeing his drawings herald the latest opening. Al’s goal was a drawing that “could stand on its own two feet,” and time is now showing how successful he was. He was interested in recognition and understood that it was necessary to earn his pay. But his objective was to solve the graphic problem he had created for himself—an aesthetic issue, not a documentary one. In the rush of all that he recorded, it was hard for most to step back and see what he was really doing with his art. This didn’t bother Al a bit. He solved his problem to his satisfaction, and everything after that was gravy.

		The introduction to his own story is fairly simple. Al Hirschfeld was born on June 21, 1903, in St. Louis, the youngest of three boys, to Isaac and Rebecca Hirschfeld. His father lived an unconventional life in which he was not regularly employed, while his mother ran a candy and stationery store in the front of their home. From an early age, Al contracted a “sickness for drawing,” and a local artist, Charles Marx, mentored him with sketching expeditions around the area. By 1914, Marx was pleading with Al’s parents to take the boy to New York so that he could avoid his own fate: creating window displays and using his calligraphy to make place cards for society dinners. The Hirschfelds heeded his advice and moved to New York, where Al attended vocational school and took classes at the National Academy of Design. He had an early interest in sculpture, but he realized that sculpture was “just a drawing you could trip over in the dark.” What happens next is the subject of this book.

		Al Hirschfeld enchanted generations of viewers with his singular mastery of line. Where did his line on the lively arts come from, and what did it capture along the way? In this book, you will have the opportunity to trace this lifetime of line as seen in all its forms. From his earliest works to his last drawings, you will come face-to-face with art that spans most of the twentieth century and into the twenty-first. I invite you to explore the unaccountable line of Al Hirschfeld.
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			Nina’s Revenge, 1966

			Almost everyone knows that Hirschfeld hid his daughter’s name, NINA, in the designs of his drawings. He put it “in folds of sleeves, tousled hairdos, eyebrows, wrinkles, backgrounds, shoelaces—anywhere to make it difficult, but not too difficult, to find.” This harmless gesture spawned a Sunday morning ritual with generations looking for NINAs in his work. To keep “national sanity” in balance, when Nina turned twenty-one, Hirschfeld hid her parents’ names, AL and DOLLY, instead of NINA, in this drawing of her.
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			Florence Reed in The Shanghai Gesture, 1928

			Hirschfeld employed a pointillist technique in his early caricatures before concentrating almost exclusively on line, such as in this full-page image of Reed as the Chinese madam Mother Goddam in the notorious The Shanghai Gesture, her most celebrated role, for Theatre magazine. The Shanghai Gesture was controversial for its airing of taboo subjects such as prostitution, addiction, and racial mixing.

		

	
		
			THE TWENTIES
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			Book Cover: Breaking into the Movies, 1928

			(1) Colleen Moore; (2) Harry Langdon; (3) Louise Fazenda; (4) George Walsh; (5) Lya De Putti; (6) Reginald Denny; (7) Ken Maynard; (8) Laura La Plante; (9) Dolores del Río; (10) Norma Shearer; (11) Lois Wilson; (12) Ramon Novarro

			Charles Reed Jones, former director of advertising and publicity with Chadwick Pictures, one of the many studios Hirschfeld provided artwork to, conducted a series of interviews with successful actors and actresses about how they got into the business for this book. Hirschfeld had already drawn many of these figures for film publicity, so it was natural for Jones to ask him for this cover.
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			Miss Gordon Daviot, author of The Man in the Queue, 1929

			Gordon Daviot was the pen name of the mystery writer Elizabeth Mackintosh, who also wrote under the name Josephine Tey. The Man in the Queue introduced the hero of five of her mystery novels, Inspector Alan Grant. Her 1951 novel, The Daughter of Time, which featured Grant, was voted the greatest mystery novel of all time by the Crime Writers’ Association in 1990. She also wrote plays, under the Daviot name, including Richard of Bordeaux, which helped make a star of John Gielgud. Hirschfeld did a series of author portraits for Dutton in 1929. Three years later, Dutton would publish his first book, Manhattan Oases.

		

		
			
				
				
					[image: ]
				

			

			A. A. Milne, 1929

			Milne was already famous for his Winnie-the-Pooh stories in England when Dutton published his Christopher Robin Story Book in America in 1929, which introduced the lovable bear and his friends to American audiences. The Dutton portraits are unusual for Hirschfeld at the time because they were drawn from photographs rather than from life as the subjects were not performers. The drawings emphasize design rather than character, later the hallmark of Hirschfeld’s mature work.

		

	
		The Line Begins…

		
			My whole career began by walking on the wrong side of the street.

			—Al Hirschfeld

		

		Twenty-one-year-old Al Hirschfeld was at a low point in his career when he arrived at Carl Van Vechten’s West Fifty-Fifth Street apartment for a party in the fall of 1924. Al had just lost his job as art director at Selznick Pictures when the studio imploded in bankruptcy. It was a small studio with a large advertising budget, and at the time it had the largest billboards in Times Square. The studio’s failure had left him with a mountain of debt to fellow artists and suppliers.

		He would have to give up his red Stutz Bearcat and the studio at 51 East Fifty-Third Street, where he kept his atelier to churn out art, decoration, and design for whatever Lewis J. Selznick and his sons Myron and David could dream up. They trafficked in silent melodramas and romances, frequently with B-list stars or better-known stars such as Theda Bara who were past their prime. LJ had “a wild talent for theatre,” according to Al, along with a fleet of Rolls-Royces, a bevy of servants, and the largest billboard in Times Square.
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			$20 a Week, 1924

			George Arliss, famous for his historical roles, onstage and on-screen, including Disraeli and Voltaire, had been around so long he had been caricatured by Max Beerbohm in London in 1900. Newsweek claimed “because of him, millions of movie-taught Americans visualize the dominant characters of the eighteenth and nineteenth centuries as strangely alike: sad eyed men with long faces, long noses, and long upper lips.” This Selznick production is one of only three of Arliss’s silent films to survive.
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			Cover of Selznick Distributing Corporation brochure

			Watercolor, gouache, and ink on board, 1924

			This is the cover of a special twelve-page advertising section inserted in The Saturday Evening Post, the largest-circulation magazine in the country at that time. It was also the biggest ad buy for magazines up to that point. It did not help. Selznick soon went bankrupt.
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			Flapper Wives, 1924

			Jane Murfin, one of the few women in the male-dominated world of early film, co-produced and co-directed Flapper Wives, a melodramatic silent about an unjustly ousted rector who befriends a young divorcée and eventually heals her blind son through prayer. Hirschfeld captured many scenes in line and employed Coles Phillips’s “fade away” technique in his painting on the left. While obviously inspired by Phillips, the same year he met Miguel Covarrubias, whose influence would alter Hirschfeld’s work forever.

		

		The Saturday Evening Post had recently featured an unprecedented twelve pages of advertising for LJ’s Selznick Distributing Corporation to promote five films. Although the lavish advertisement did contain the work of other artists, it was a Hirschfeld tour de force, serving as a veritable catalog of his styles and influences at the time. While the work is signed (unusual for film publicity), it would be difficult to identify today as Hirschfeld’s. Lush representational “eye, ear, nose, and throat portraits,” as Al would later call them, vie for attention among Deco-ish decoration and variations of popular illustrators’ styles. Competent work but nothing unique. The art already seemed old-fashioned as the world of graphic design was starting to explore the use of innovative portraiture and illustration. Al’s career until now had mirrored the faster pace that films represented as the new media of their day. In just four years, he had gone from art department gofer to art director, yet even quicker he was unemployed and out of step with the advances of graphic art. He couldn’t know as he stood at the door of “Carlo’s” home that before the end of the evening his life would forever change.

		Four years earlier, in the spring of 1920, seventeen-year-old Al attended vocational school, the National Academy of Design, and played on a semipro baseball team with Lou Gehrig. He was required to serve an apprenticeship to graduate from vo-tech and had so far been unsuccessful in finding a spot. He was happy to run into his fellow classmate and teammate Howard Simon and asked where he was working for his apprenticeship. Howard described his job of running errands and cleaning brushes as a gofer in the art department at Goldwyn Pictures, whose offices were on Fifth Avenue, near the New York Public Library. It sounded interesting to Al, but Howard warned him that there were no more positions available. Al was so naive that he knew of nowhere else to go, so a few days later he found himself in the office of Goldwyn’s publicity and advertising director, Howard Dietz, the soon-to-be-famous lyricist and director, asking for a job and was hired as a gofer for $4 a week. In his free time at work, Al drew academic-style portraits of the studio stars for his own amusement. Dietz found one of these portraits in a wastebasket one night and decided it was good enough to run. Soon Al was receiving regular assignments for illustrations for film advertisements in newspapers and magazines. In the nascent medium, writers and directors were featured in ads but not the performers, although that practice would soon end as mass media celebrity culture began to take root. Al’s work was then akin to book or magazine cover illustration, depicting a scene from a story. Indeed, his first work for Goldwyn was a drawing of “Little Edgar” for a series of twelve shorts that the novelist Booth Tarkington wrote exclusively for the screen. For the young artist, his earliest works were experiments with Benday dot patterns, a process for creating shaded areas in line engraving, which most newspapers used for reproduction at the time. By 1921, Al was drawing a young Will Rogers as a Swedish farmhand in Guile of Women and lobby displays for the American release of the German Expressionist masterpiece The Cabinet of Dr. Caligari.
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			The Cabinet of Dr. Caligari, 1921

			One of Hirschfeld’s first assignments for Goldwyn was to help create the promotional tie-ups for the American release of this classic German Expressionist film. “I remember that movie, I thought that was a great work of art. I was convinced that it was a thing that would last forever,” said Hirschfeld in 1987. “I saw it at the Museum of Modern Art a couple of years ago, and it’s a farce. The makeup, the black under the eyes! The fellow closes a door and all the buildings shake. I wasn’t aware of that when I first saw it, it was all real to me.”
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			Ruth Dwyer, 1921

			Not content with simply drawing his subject for this Selznick melodrama, Hirschfeld experimented with this portrait to make it more engaging for the viewer. Even at this early stage of his career, he pushed the boundaries of what could be achieved in line.

		

		In the summer of 1921, the budding eighteen-year-old artist left for a two-week family vacation in St. Louis, and when the family decided to stay on a bit more, he wired Dietz for the okay to stay longer. Dietz assured him his job would be there when he returned, although, when Al did, another young artist had been hired. Dietz offered to fire the replacement, but Al did not want to put another fellow out of a job. Perhaps he realized that film company start-ups were mushrooming all over the city, for he soon found work at Universal down the street as an artist for the princely sum of $75 a week. Al chafed under the regime of Lionel Reiss at Universal and began to freelance for other studios. Sam Marx, later an MGM producer and Al’s lifelong friend, acted as Al’s agent. At least he told Al he was out trying to hustle work for him. Al soon discovered that Marx was spending his afternoons not at studio publicity departments but at theaters sampling their products.

		Freelance work for Selznick Pictures led to a contract to work for the small studio with a big advertising budget. In 1923, Al was made art director of the studio. Despite the trappings of success, the Selznick business was not doing well. Nevertheless, LJ encouraged Hirschfeld to hire a staff of artists to meet the company’s ever-increasing publicity demands. Hirschfeld rented a brownstone in midtown Manhattan, and by the end of the year he was working on the twelve-page supplement to The Saturday Evening Post to herald the slate of upcoming Selznick releases.
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			Guile of Women, 1921

			Silent films were not ideal for a keen-witted humorist like Will Rogers, already a star of the Ziegfeld Follies on Broadway and soon to be a daily syndicated newspaper columnist. Goldwyn signed him to a three-year contract in 1918, with Rogers’s easygoing humor evident when he wrote the title cards.

		

		Al’s cover for the brochure was an intricately detailed line work bursting with a dizzying array of colors that is almost psychedelic. It would not have been out of place in San Francisco in the late sixties as a poster for the Fillmore or the Avalon. Both had a simple purpose: to promote an evening of entertainment. Inside portraits show the influence of the illustrator Coles Phillips, master of the “fade away” technique, which used background color or pattern to suggest a figure. His paintings appeared in many popular magazines and spawned legions of imitators. Al was one of them, although he took it further in his line drawings. “A line interacts with the white of [Hirschfeld’s] board to suggest volume where none is delineated,” the art critic John Russell wrote fifty-six years later. “He can make the untouched white of the page work for him as a henchman and a friend.” His black-and-white drawings in the Selznick brochure and for other publicity show the distinct influence of the leading illustrators at the turn of the century, Charles Dana Gibson and Franklin Booth, and were entirely realistic in approach. The work itself dealt in stereotypes rather than in characters drawn from observation. In light of what he would achieve, these Hirschfeld works are a bit soulless.

		By 1924, Selznick had begun to pay Al’s invoices with trade acceptances and promissory notes, and within three months the studio was bankrupt. It was the first and one true setback in Al’s active eighty-two-year career, and it persuaded him to “never again work for anyone or to have anyone work for me” after paying off the debt he accumulated in the Selznick debacle. Although virtually all of his work was on commission, he avoided signing any contracts with anything other than a handshake for most of his life. He contributed to The New York Times for sixty-two years before he was asked and agreed to sign a freelancer’s contract with the paper. The demise of Selznick also ended the last period of his career where he drew strictly in a traditional style.
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			David O. Selznick, 1922

			Hirschfeld met David Selznick when both were still teenagers in the film industry. Selznick was working for his father, and so was Hirschfeld. It was Selznick who suggested that Hirschfeld be made art director of the studio, a move that would put Hirschfeld’s career in motion.
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			Will Hays, 1923

			This image was drawn less than three weeks after Hays was appointed the first president of the Motion Picture Producers and Distributors of America. He was responsible for implementing a set of censorship guidelines known as the Hays Code, which were intended to uphold the morals of the burgeoning film industry. “Once you understood the limitations of the Hays Code, you had all the freedom in the world,” remembered Hirschfeld years later. “The Hays Code was insanity really. If I drew a couple kissing, they had to be more or less standing upright, and the man had to have a hat on. But there were no rules after that.”
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			Myron Selznick, 1922

			Myron Selznick worked for his father as a production supervisor. Three and a half years older than David, he became one of the first high-powered talent agents in Hollywood. He was responsible for bringing, among others, the German actress Dolly Haas to America. Hirschfeld married Haas, mother of Nina.
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			One Week of Love

			Elaine Hammerstein and Conway Tearle, 1922

			Hirschfeld referred to this painting for the premiere’s program as his “Maxfield Parrish.” The film is about a society girl who meets an “uncouth American renegade” after crashing her plane into a mountain while racing planes with her fiancé. Debutante and Mountain Man fall in love and are united at the end of the picture. The Selznick regular Hammerstein was the daughter of the producer Arthur, granddaughter of the impresario Oscar, and cousin to the lyricist Oscar II. Tearle was a distinguished British stage actor who made more than ninety films in Hollywood and whose only Broadway hit was the original production of Dinner at Eight, in which he played the fading screen idol Larry Renault.

		

		That night at Carlo’s party, his host introduced Al to a nineteen-year-old artist from Mexico who had just arrived in New York, Miguel Covarrubias. Carlo had been instantly smitten with Covarrubias’s work and brought him to some of the biggest celebrities in town to have him draw their portraits. Soon Covarrubias was receiving assignments from a variety of smart magazines, including Vanity Fair, The New Yorker, and Time, and contributing drawings to some of the city’s fourteen daily newspapers. That night, the two artists formed, in the words of Al, “a mutual admiration society.” Covarrubias’s stylized drawings and caricatures, which echoed the art of his native Mexico, captured the zeitgeist of the twenties. Caricature was enjoying a vogue in the twenties with artists such as Ralph Barton, Al Frueh, William Auerbach-Levy, and Alex Gard, yet Covarrubias was at the forefront almost immediately upon his arrival. According to Al, he and Covarrubias shared “a similar point of view,” and because both needed a studio to work in, they decided to rent one together, first at 110 West Forty-Second Street and later at the American Radiator Building on West Fortieth Street. Al primarily worked for Warner Bros. for the next year as he paid off his debt to his fellow artists and suppliers. He was creating strong representational line drawings to promote films featuring stars of the period such as Monte Blue, Irene Rich, George Jessel, and Rin Tin Tin. These deft ink drawings might have been for contemporary films, but the drawings themselves could have been done anytime over the last century.
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			Woman to Woman, 1923

			This profusely colored and detailed work of the first film that Alfred Hitchcock wrote, and that Selznick distributed in America, starred Betty Compson as a French dancer who believes the father of her child has died in war, only to discover that he has lost his memory. Hirschfeld adapted the design for a shampoo commercial the following year after he left the studio.
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			Sketch of Miguel Covarrubias

			Pencil on paper, ca. 1924

			Covarrubias introduced Hirschfeld to caricature while they were studio mates in 1924–25. Inspired by Covarrubias’s graphic sense, this early sketch reveals that the Hirschfeld “style” was apparent from the beginning. While the Mexican artist was more accomplished at the time, Hirschfeld explored and redefined the genre over his lifetime.

		

		Miguel was a natural talent. Al would later say wherever there are pyramids, there is good graphic art. Mexico’s rich history of graphic art helped to form Miguel’s point of view. “There was something about Miguel’s background that made him a natural graphic artist,” recalled Al, “and a lot of that rolled onto me.” Covarrubias was conversant in both contemporary and folk art, and he understood how both shared a penchant for simplicity. As Picasso and Braque looked to African art, Covarrubias drew on centuries of Mexican graphic tradition. Since the end of World War I, caricature had slowly been gaining a foothold in American graphic design. Artists such as Barton and Frueh were pioneers in the American form of caricature that eschewed the pejorative aspects of the genre. Frank Crowninshield, Vanity Fair editor and all-around tastemaker, associated contemporary caricature with modernism and in the pages of his magazine made the connections between “experimental theater, modern humor and avant-garde art.” It was this mixture of high and low art that gave caricature of the twenties its power to both amuse and disturb, and in an increasingly crowded field Covarrubias stood out. Covarrubias was a genius of limning the personality of his subject in a way that was both revealing and entertaining. His use of line almost exclusively to model his subjects would become an important ingredient to Hirschfeld’s early style.
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			The Man on the Box, 1925
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			Syd Chaplin in The Man on the Box; Irene Rich in My Wife and I, 1925

			On April 12, 1925, The World published these two works by Hirschfeld, his first published caricatures for Warner Bros. movies. For the next seventy-seven years, Hirschfeld caricatures appeared in New York newspapers and in publications around the country.
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			My Wife and I, 1925

			Although he drew these films realistically for advertisements for Warner silent films, he also did caricature portraits (above), which were offered as part of the publicity to theaters showing the films. Syd Chaplin, the half brother of Charles Chaplin, was a popular comedian and director in the late teens and early twenties and later became Charles’s business manager. Irene Rich was a Warner Bros. regular who appeared in films with Will Rogers.
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			Monte Blue in Red Hot Tires, 1925
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			Patsy Ruth Miller in Red Hot Tires, 1925

			Hirschfeld drew these early caricature portraits of the stars of this flimsy silent comedy about a hapless suitor who spends most of the film working up the nerve to tell his intended how he feels. Hirschfeld also drew the posters for the release. It would open after he left for his first trip to Paris. Miller is best known today for her role as Esmeralda to Lon Chaney’s Quasimodo in The Hunchback of Notre Dame. Blue started his career with D. W. Griffith and was a rugged romantic lead who starred with Lillian Gish, Clara Bow, Gloria Swanson, and Norma Shearer.
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			Bathers, ca. 1926

			When Hirschfeld first traveled to North Africa in 1926, he primarily made drawings and painted watercolors. This is one of a handful of plein air oil studies he made on the trip. As always, he is interested more in people than in landscape.

		

		Although he had supplied cartoons to various Selznick publications, Al had never experimented with caricature, yet his earliest work for Warner Bros. in 1925 included crudely drawn caricature portraits of Warner stars that were first published on April 12 of that year in the New York World. He had not forsaken traditional drawing yet, for he produced numerous straight drawings of the same performers in the same films. Although the caricatures could be considered a success, Al did not embrace this new style immediately. Over the next year for Warner Bros., he contributed both caricatures and straight drawings for film publicity. The studio understood, though, that caricatures were creating their own audiences, as it was practically insisting that exhibitors use the “special cartoon” that Al often supplied because it considered the drawings “a ‘sure-fire’ bet with the newspapers throughout the country”: “The returns of this feature from the newspaper clipping service have proven CONCLUSIVELY that these cartoons are very popular and are being used from one end of the country to another.” Very few of these early images were for posters and instead were part of larger advertising campaigns sent directly to exhibitors.

		The advertising campaigns were compiled into exploitation brochures or press books. Inside these publications, an exhibitor could find a variety of newspaper ads, examples of different posters (with alternate images and sizes), ideas for promotions, even reviews of the films for local papers. Most studios had publicity offices on both coasts by the close of the twenties, with the New York offices in charge of posters, magazines, newspapers, and radio coverage, while the West Coast offices usually dealt with the prerelease publicity. Al, who at this stage in his life had never ventured farther west than St. Louis, worked with the New York branch of Warner’s publicity departments.

		
			
				
				
				
					[image: ]
				

			

			Sacha Guitry, 1926

			Hirschfeld’s first theatrical drawing came about by chance when he doodled a likeness of Guitry on a program at a performance that was seen by the show’s press agent, Richard Maney. The production, which the noted French actor wrote, directed, and starred in, had opened a month earlier, then closed for a week over Christmas. This drawing heralded its re-opening the following day with a different producer at a different theater.

		

		By October 1925, Hirschfeld had managed to pay off his debts and left for Paris, thanks to a $500 gift from an uncle. He told a reporter at that time he was going to Paris “to get rid of the commercial side of my art,” and he worked hard on traditional portraits and landscapes that fall and winter. “I arrived in Paris and a whole new
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