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predators, our eyes, set in the front of our heads, are particularly good at scope, however, imitating the brain only in a small way by crcatlng dis- 

judging depth and distance. Because binocular vision helps us to see in crete neural patterns paralleling up to only a few hundred neurons. 

three dimensions by giving a slightly different viewpoint to each eye In other words, neurocomputers can "learn," but only to a lbllitcd 

(separate images that are combined in the brain and interpreted as degree. What the brain does that machines cannot do is to utilize billions 

depth), we exist in a world of space and movement. Preyed-on species, of synapses to access the whole of memory and to i n s t a ~ t l ~  recognize 

however, exist in a different world. Because they yust  be eternally vigi- invariance, integrate it, generalize from it, and extend itself tllroug]l 

lant, their eyes are placed at the sides of their heads to allow for an analogy. Although neurocomputers can perforrh a variety of tasks tIlat 

almost total view of their surroundings. Where these nonpredatory are beyond h ~ m a n  capability because of speed, complexity, -or danger- 

species have limited depth vision as a result of this anatomy, we have ous environment, some of the simplest patterns i-ediat;ly recognin- 

lin~ited peripheral vision and rely on our superior sense of depth to able to the eye are stiU elusive to machines. - >+. -7 ; . .: q; 
* 

orient ourselves. There is as yet nothing that can replace perceptual process on so 
This may account for why people who have never seen pho- grand and efficient a scale. Our aGtomatic complex image processing 

tographs before may have to learn how to read them.60 What makes allows not only for the detection of invariances within the ambient 
reading traditional two-dimensional (2-D) X-rays so difficult for their optical array, but also for the recognition of gray states where identitics 

readers, for example, is their lack of depth, a problem complicated by bleed into one another, outside of linear logic. Perception corrects judg- 

poor contrast resolution and visual "noise." Radiological training to read ments, reduces and compresses complex information, filtcrs o ~ l t  iWcle- 

them effectively involves a finely tuned discrimination between the vant information, alters memory, recognizes patterns, extends learning 

normal patterns and textures of the body and the typical patterns and through analogy, and does it all instantaneously. As R. L. Gregory has 

textures of abnormal conditions, because the details-such as small pointed out, "It is just those aspects of control and the selection ol rc.lc1- 

nodules of diseases like emphysema-are easily lost and may not, or ~vant from irrelevant data which are the most difficult to;mechn~~izc- 

cannot, be seen. Even though digital imaging enhancement and subtrac- though they were the first problems to be solved by brgnnisms."~'~ 

tion techniques can improve detail and contrast, even though "smart Whatever success "smart machines" have had is due to their mimicry of 

machines" can read a safe Pap smear, identify a high-risk loan applicant, our own neural brain networks, but as physicist Roger Penrose has 

and interpret a hand~vritten zip code, it is unlikely that machine read- noted, the "quality of understhding and feeling possessed by hun-ian 

b ~ g s  will ever fully supplant human diagnosis. Human vision is still the beings is not something that can be simulated computatio~~ally."" 

most powerful means of sifting out irrelevant information and detecting 
significant patterns." Neurology of Perception 

This human perceptual ability to recognize patterns and to select 
relevant data has proven, in fact, to be the most perplexing obstacle in R. L. Gregory has posited that vision developed only after our 

creating Artificial Intelligence (AI), wluch sees the mind as a computer sense of touch, taste, and temperature. In all probabilily, he suggests, 

that processes strings of data in symbols of 0 or 1. After a series of early visual perception developed out of the sense of touch "in r e s p o l ~ c  to 

A1 failures which did not attempt to repeat the human processing of moving shadows on the surface of the skin-ivhich would have b' riven 

information at all, but rather focused on achieving the same outcome, warning of near-by danger-to recognition patterns rvl-ien eyes dcvel- 

"comectionist" researchers in the 1970s turned to human models in oped optical ~ysterns ."~ 

mental processing of experience, that is, to neural net processing and to This optical system represents an interface behvc.cn the brain s l ~ d  . 
"fuzzy logic" as the key to understanding intelligence. Rather than the the environment. Characterized by cells responsive to n~inutely diffcren- 

computer approach of storing data and searching through it all to make tiated and specialized aspects of the environment, t l~e  optical systc~n is a 

a match, neurocomputers work like brain networks, learning patterns by symphony of millions of nerve cells firing in particular p a t l e n ~ s ,  

clustering data from a number of samples or examples. Researchers like responding to each of the component parts of the final image such as 

Bart Kosko at the University of Southern California have developed net- direction, degree of slant, shape, and color through the activation of spe- 
cialized areas within the visual cortex. No neural response ever achicvcs works thdt imitate the brain's ability to make connections in the perfor- I 

mance of simple tasks." Results have been successful but limited k, its complete meaning alone, however. Within the visual system, cells 
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work separately and in concert with one another to activate and to are responsible for perception of color, some contrast, and spatial resolu- 
inhibit certain responses, and there is continual feedback among the tion. The two lowest layers, called the magno-cellular layers, are respon- 

parts. Perception is a dynamical system that utilizes the input from the sible for perception of movement, depth, and some spatial resolution. 
body's sensory systems, synthesizes this with memory and understand- Because the "parvo" layers most probably developed from the more 
ing, and creates from both an integrated sense of self and mind. ~rimitive "magno" layers, they share some common functions despite 

Perceptual process begins first of all as light that bounces off their specialization. From the LGN, the two visual systems link to the 

objects in the environment. The process of vision (Figure 1.4) begins striate or primary visual cortex, also known as area V1. V1 is separated 

when the optic array is focused by the cornea and lens onto the 126 from other specialized cortical areas by an area called V2. Together V1 

*on receptors of the retina-120 million rods and 6 million cones- and V2 act "as a kind of post office, parceling out different signals to 

which line the back of the eye. As the visual system seeks and acts on appropriate areas."& 

information from the environment, retinal inputs lead to ocular adjust- Researchers have delineated four parallel systems involved in the 
m a t s  and tl~en to altered retinal inputs as the eyes actively engage the different attributes of vision--one f6i. motion, one for color, and two for 

Receptors in the retina transform and reduce information form.67 Color is perceived when cells specialized to detect wavelength in 

horn light into electrical impulses ("transduction") that are then trans- "blob" regions of V1 signal two other specialized areas, V4 and the "thin 
mitted by neurons via the optic nerve, to the lateral geniculate nucleus stripes" of V2, which connect with V4. Form in association with color is 
(LGN) in the brain. detected by a circuit of connections between V1 "interblobs," V2 "inter- 

The LGN contains six layers of cells. Cells in the four uppermost, stripes," and V4. Perception of motion and dynamic fonn occur when 
called the parvo-cellular layers, which branch again into two ~athways, cells in layer 4B of V1 send signals to areas V3 and V5 and through the 

"thick stripes" of V2.ffl 
Thus, in the visual cortex, the electrical data sent from the retina is 

a FlGLRE1.4 processed in thousands of specialized modules, each of which corre- 

The Eye. Information in light from the ambient optic array passes through the 
sponds to a small area of the retina. In this process, data are reduced and 

is fomsed by the lens onto the foveal area. It then passes along the optic comp.ressed, so that the "image" that the cortical stimulus represents, 
nerve to the brain, first to the LGN and then to the visual cortex. although stimulated by the outside environment, nevertheless has no 

physical counterpart in extemal reality. What it contains, however, is a 
representative map of the entire visual field. 

As Goldstein reminds us, "perception is based not on direct contact 
with the environment, but on the brain's contact with electrical signals 
that represent fhe environmenf. We can think of these electrical signals as 

.-&*;:, ,<; :: ;r " 

CORNEA 
forming a code that signals various properties of the environment to the 
brain."@ In this process, vision is not a truthful recording sent in a one- 
way delivery of sensory data to the brain, but an active exploratory 
process that is cyclical and in which there is continual feedback and 
interaction througho;t the visual The visual system, in other 

FOVEAL AREA PUPIL words, has its own "intelligence." Because all external data is essentially 
chaotic and ambiguous, the eye-as an extension of the brain that inter- 
faces directly with the environment-works to detect change and non- 

m change, and to create meaningful sense out of the rush of stimuli from 
the external world. 

What we see, then, is not a direct recording of what's out there, but 

?&E--3, --mi , , . 
a mental configuration that we interpret as an imagethe  end result of a 

z@~ap@-93~-~~:~~~:>~* -.:.a-r . . r.o._ . ,- highly exploratory and complex information-seeking system- In the - - - ,  -. --- . . , .  - % -->. . - .- - -. . ________^____ -- ---- ----- 
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was a face only because he could recognize a voice and knew that \,oictts 
visual system, parts interact synergistically in an instrumentalized come from faces. Having lived in the sequential and material world 
arrangement that plays very much like a symphony, where neurons imposed by blindness, he could make no sense of a two-dimensional 
simultaneously fire in different areas to produce a stable mental image. ~hotograph, seeing only patches of color. Visually immature, he did not 
Ln the production of this image, multiple structures become involved: ~erceive the usual optical illusions which so interest Gregory, such as 
after the visual cortex filters and codes information, it is then sent to as those associated with figure-ground reversal, an-ibiguous figures, apyar- 
many as thirty-two different locations for furt* processing. As the 
brain continues to build on what it learns, these separate bits of informa- 

ently bending parallel lines or apparent moverngtnt. Witl~out well-cstab- 

tion are broken down and efficiently stored in different places, ready to 
lisl-ied visual experience, he could truly see only what he coulcl fil.st feel. 

be reconstructed again. When we see, we not only utilize invariance in 
As he discovered that some of the thing's he loved and f o ~ ~ n d  beautilul 

the ambient optical array but also call on our past experience to make it 
by touch were visually ugly, that he could not ma$? LIP his deficit ill , - rs. ..+ 

visual learning, and that socially he could not fit  in'ihis new world, he * +  

meaninghl. 
Perhaps nothing makes this interrelationship clearer than cases of 

became progressively more depressed and evenhlally died ivithin two 
years of his corneal t ran~plant .~~ 

newly sighted people, such as patients whose long-standing cataracts While both men had learned to become hdly competent in pcrcciv- 
have been removed, who must learn how to interpret the new visual ing the world through sound and touch, both their sense of wholeness 
stimuli bombarding them but can draw only on experience rooted in a and their competence were shattered in a perceptual transition they nrcre 
different sense mode, primarily of touch. As neurologist Oliver Sacks has powerless to make. Ill equipped to perceive the world visually w i t l l ~ ~ ~ t  a 
observed, "When we open our eyes each morning, it is upon a world we developed visual cortex, they could see but not perceive in a visual 
have spent a lifetime lennling to see. We are not given the world: we mode. The difficulties experienced by both men point up bpth the cssen- 
make our world through incessant experience, categorization, memory, 
reconnection."" Because of this, Vigil, one of Sacks's patients, blind for 

tial perceptual wholeness sought and developed by the psycl-ie, anci the 

fifty years since early childhood, found himself more disabled after 
importance of the role played by visual learning and memory in visual 
perception. 

cataract surgery than before it. Because there is no automatic connection Contemporary visual theories generally assume that the visual 
between sight and touch to translate one into a map that can be read by memory in sighted people hotds a set of representative shapes that 
the other sense, Virgil's perceptual map was experientially blind. 
Without visual learning to establish the visual templates necessary to 

capture invariant properties of objects in their various orientations, and 
that it is these invariant patterns that were lacking in both men. As expc- 

make visual impressions meaningful, his vision had no perceptual rience in the visual world grows, these patterns become templates that 
coherence, and everything ran together. allow us to recognize basic shapes and to approximate the in-behvccn 

As a result, he lost his confidence and ease of movement, found 
walking "scary," and was unable to recognize objects without touching 

shapes of various positions. In the process of visually ;ecognizing somc- 

them. This extended into the abstract as well, so that to understand the 
thing, it is fairly well agreed that the retinal image is d-ieckcd against an 
experiential template held in long-term memory, and that the memory 

orientation and layout of the house, which he could now see but not 
comprehend, he had to touch a model of the house. He had dikculty 

representation that provides the closest match is selected as the uhjcct 
seen." Hand shadows on a wall, which can be made to imitate rabbits or 

recognizing faces, yet could recognize letters fairly easily because he had 
learned the alphabet by touch in school. Space, which is an essential 

any number of other characteristic animal profiles, provide simple yct 

aspect of sight perception, was extremely confusing to him, and he could clear examples of such template shapes. 

not grasp concepts of size or perspective. Because the sightless Live in a 
Although it is tempting to assume generally that memories arc tnlc 

linear world of sequence and time where sense impressions are built up 
in the sense of constancy, however, like the rabbit profile cast on the wall, 

in sequence, their perceptual maps give them no useful information in 
memory is probably never the exact same shape twice, but only a pattern 
which remains flexible despite fluctuations and changes over ti11-i~. 

perceiving simultaneous space and depth. Gerald Edelrnan, for example, sees memory as something that is contin- 
Richard Gregory tells a similar story of S.B., a patient who was 

blinded in his youth and whose sight was restored by a corneal trans- 
u d y  shifting and changing under the influence of new experience. He 

plant when he was fifty-two. He, too, understood that the blur he saw stresses an open, dynamic and reciprocal relationship hetivccn prrwp- 
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tion and experience, vlewing memory not as fixed, but as ever-evolving ~rimarily the dl$krences "between spots or patches of light, not the spots 

and re-creating itself within an open sy~tem.7~ or ~atches themselvesun which we see. It is therefore change that sign& 

Neuroscientist Bessell van der Kolk also postulates that cognitively vision and relationship that carries meaning. 

processed thoughts and traumatic experiences are recorded and stored In this view, as we move about within the ambient optic array, 

separately in different parts of the brain. When people consciously those aspects of the environment which remain constant suggest the 

remember traumatic events, blood flow inaeases to the arnygdala and forms of objects and people as well as the scale of things. The visual 

the visual cortex may be stimulated at the same time, resulting in intense system actively explores and detects information directly from the envi- 

visual flashbacks. Routine thoughts, however, stimulate the Broca's area, ronment.7' We can tell size and distance, for example, without elaborate 

which is involved in verbal language. Van der Kolk and others speculate mathematical calculations by sweeping the environment as if it were a 

that because the Broca's area is not stimulated when traumatic memories gid, with the size of its squares diminishing proportionately into the 

are recalled, traumatized people may have great difficulty in verbalizing distance. We recognize shapes by what stays constant, and we see move- 

what has happened to them.k This may indicate that when the brain ment by recognizing what aspects remain true while others change. It is 

represses the anxiety-provoking experience, it is stored differently from not surprising that the impetus for kibson's theory of Ecological Optics 

ordinary memories, and may therefore be less accessible to conscious began in his work during World War IT with pilots, particularly with the 

thought and ~erbalization.7~ diffidty of landing airplanes on aircraft carriers. 

In the process of normal perception, exactly how much preprocess- What the brain does, then, is to extract the invariant features of 

ing is done in the retina to match the memory-shape and how the retinal objects from the ever-changing flood of information it receives from the 
input and memory representations are transformed to bring them into envirowent, actively constructing a working image of the world. To do 

correspondence for perceptual recognition is another area of speculation. this, the brain utilizes an incredibly complex organization of interrelated 

Models for shape recognition vary widely and range from the whole specialized functions which continually send electrochemical messages 

shape to simple geometric feature detection such as vertical and horizon- back and forth, and which ultimately combine to give us a unified view 

tal Lines, curves and angles; to Fourier models in which the optic array is of the world. 

decomposed into a trigonometric set of components sensitive to inten- One of the foremost researchers working from a computerlike model 

sity, orientation, and spatial frequency; to structural descriptions in of peireption, David Marr, has suggested that perception is a three-stage 

which shapes are represented symbolically. process built in much the s&e way a computer program is structured and 
organized: First, a "primal sketch" is formed in which intensities and 

Holistic versus Analytical Perceptual Views major features such as the location of edges, comers, bars, and blobs of dif- 
ferent size and orientation are discerned. Next, the more subtle character- 

Current schools of thought on perception generally fall into one of istics of surface texture and depth are referenced to the viewer in a "21/2-D 

;,A. two groups. J. J. qibson's view of perception, which has its roots in early sketch" that is viewpoint-specific. Finally, a three-dimensional mental 
43ss-. ,., - Gestalt theory, s~$foses that perception is a holistic, direct interpretation model emerges which is centered in the object itself?g 

of the environment, a natural mechanism for detecting ecologically si@- Irving Biederman has focused on component recognition of tluee- 

icant information. The other is essentially analytical, following a comput- dimensional objects through analysis of basic volumetric components 

erlike model of infomation gathering and the build-up of meaning from termed "geons." The2e geons are basic configuations-like cylinders, 

pieces of separate information gleaned from scanning the environment. cubes, bricks, curved macaroni, flat topped pyramids, megaphones, and 
so on-which act like short-cut templates for perception. We recognize 

From Newton up to the point of Gibson's publication of his ecolog- 
ical optics theory in 1960, it had been assumed that the essential stimulus these as invariants within three-dimensional shapes, so that perceptual 

properties of light lay in its content-that is, the energy manifested in process is speeded up. Objects composed of two or three of these basic 
wave-length and intensity-and that it was this content which resulted configurations can, he believes, be differentiated easily from others by 

in vision. Gibson, however, placed the emphasis on relationship, posit- the way the various geons are put together. 
ing that it was the transitions in the natural optic array, not the energy Other researchers have directed their attention to texture analysis, 

contmt of the Light beam itself, which signal objects as "out there." It is which involves the most basic h e s  and directions within perception. 
.. - .:*--- *-,,Zr , , =-, # . ,:. , &-+--rm-+Jk ----.--2 . - - -z+r.z-- 73- ,?-- ,;- .,?,.,?.. yTn-xc  . *->3 . . 7 7 = - - ? . - - ~ 7 ~ -  * ! . * ~ > - -  

.e""T,, +-"-.. ---.T G+& -<.-.--- - -----" = --.- - 2  vs- 

- - 

  Určeno pouze pro studijní účely  



- - , c . h - .  - 
42 Viszrnl I~~telligence Perception and Visual "Common Scnse" 43 

h ~ n e  Treisman, for example, has identified what she calls "primitives" psychologists who f is t  focused on relationship as the key to meaning, 

of movement, curve, tilt, color, and line end. In a two-stage process these and it is this body of theory to which Gibson's ideas arc most closely 
belong to an automatic and unconscious stage of processing which she related. Music provides a ready example of how the gestalt works, as 

calls the preattentive stage. In the subsequent stage of consciously well as a simple metaphor of how the brain functions neurologically, 

focused attention they are combined to form integrated  object^.^ For example, Christian von Ehrenfels, \she introduced the term 
Julcsz has also identified line s e b e n t  terminations and crossings, "gestalt" into perceptual psychology, observed an essential pasallel 

which lie terms "textons," as part of the preaf6entive-level as well." between perception and music that r e~ea led~the  inherent unities of 
Written language provides an easy illustration of such shape detection. bothaffl Melody, von Ehrenfels believed, must be a function of rcll~tionsIl;p, 
Because letters are symbols that consist of a variety of basic yet distinc- since when it was transposed into another key, where all 6f t l~c  notes 

tive endings and lines, proofreaders can rapidly catch spelling errors were subsequently different, it was still perfectlyrgcognizablc as the _:7- fe- .. a$ - u  

because they can detect what does not belong almost instantly Because same melody. Today several researchers have theor&ed that in this ncu- 

we read the shapes of words rather than their individual letters, the rological symphony there may in fact be no central conductor, bul rather 

way letlers are crossed and how letters are serifed or ligatured imrnedi- a lcind of democratic synchrony -ohg parts. Gestalt thinking prefigures 
ately cues us to whether the letter should be there or not. This is also the this thought and places stress on the shape of the internally interactive 

nray radiologists read X-rays: first internal inconsistencies are spotted; whole and the synergy created by it. 
then they are consciously examined to determine the exact nature of the E r i k  von Hombostel in his 1927 essay, "The Unity of the Senses," 

irregularity. too, likened perception to the unifying principle in art. In art, he 
The question, however, is not so much which approach is correct, observed, "what is essential. . . is not that which separates the senscs 

as it is how they fit together to suggest more comprehensive models of from one another, but that which unites them . . . It is the same orgnniz- 
perception. LeDoux's research on emotional processing, for example, ing principle which calls forth organism from mere substance, and 

incorporated apparently contradictory research into a model of coinci- which binds the stream of happening into wholes, which ~nakcs the line 
dent neural networks. Like the recognition of a dual visual system of a melody which we can follow, and the melody a figure which we can 
"rnapo" and "parvo" pathways that divide gross and detailed func- see in one glance. . . the unity of the senses is given from the very bcgin- 
tions in visual processing, a recognition of dual networks allows for both ning. And together with this theiunity of the arts."M From Lhe mere sub- 

larger recognition and detailed building by implying "a stance of the notes of a song or the brush strokes of a pairiting arise 

rationale for distinguishing two ways [in which] meaning can be organic whole imbued with life and wholeness. This is the same esscn- 
acl~ieved cognitively, one that is primitive and rapid, the other more tial unity which Aristotle saw as a fundamental principle both in 

complex and deliberate.""' "common sense" and in well-constructed drama. 
Gestalt theory at its inception represented the first revolution in 

Gestalt Roots thought to break away from the empiricist view of a straight-arroiy con- 
nection from sensation to brain, to proclain~ in vision the inherent sense 

a l e  dynamic principles that organize perceptions into the mean- of unity that the hologram implies, and to recognize the importance of 

ingful wholes were first effectively explored by the Gestalt psychologists relationship in perceptual meaning. Gestalt primary principles--of sin,- 

Werll~eimer, Kiil~ler and Koffka early in the twentieth century. plicity, regularity, symmetry and good continuation-have provided the 

Emphasizing the inherent and the innate over learned experience, they foundation for more current explorations in perceptual processing. 

studied how spontaneous forces combined and separated elements to In early perceptual experiments with light at Frankfort-on-Main? 
fo rn~  different entities and how wholes were created out of ~erceptual about the time of World War I, Max Wertheimer found that by illurninat- 
parts. ~ i t h o u ~ h  the concept of the "gestalt" is often described as the ing two slits in a screen separated by a brief distance within a fraction of 

whole being different from (or, even more ambiguously, as "more than") a second apart, he was able to produce the effect of movement. Calling 

tile sum of its parts, it may be more accurate to say that a gestalt implies the effect the "phi phenomenon," Wertheirner, together with Kiihler and 

a configclration that is so inherently unifie.d that its properties cannot be Koffka who observed the experiments, began to evolve the rcvnlulic>n- 
derived from the individual properties of its parts. It was the Gestalt ary theory that the key to perception lay in relationship-in son~ctl~ing 
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drferenf from what is found in separate sensations. Up to this point, the receives a single signal from the motion proces~or."~~ Phi phenomenon 
focus bad been on the sensations themselves. These were considered as occurs because the brain interprets short-range apparent motion m.d real 
content, and the predominant idea was that to understand them, one motion in the same way 

had to break them down further. In the detection of pal motion (RM), all the cells in the prestriate m a  
What the phi phenomenon seemed to say, however, is that scien- called V5 are responsive, and most are directionally selective," but these 

tific dissection could never yield adequate answers, because the princi- areas are attuned to detecting real motion as it occurs normally in nature. 

ples of perception lay in the spaces bekueen the elements rather than in When we watch a film, some researchers speculate, because short-rmge 
them. Meaningfulness was to be found in the reaction among the ele- motion detectors in the brain cannot neu~ologically &ting& between 

ments and in the relationship which formed a unified whole, not in the real motion and apparent motion, the flashing of images in rapid succes- 
separate parts themselves. Focusing on relationship, the Gestalt group sion on the movie screen results in the illusion of continuous motion?l 

sought, according to Koffka, an isomorphic theory of perception that Short-range AM itself is merely a consequence of the fact that cells 

would "lay the foundations of a system of knowledge that [would] designed to respond to real motion, respond equally well to other stimuli 

contain the behavior of a single atom as well as . . . a human being, with with the proper spatial and timing &aracteristi~s.~~ Film changes in lumi- 

all the latter's curious activities which we call social conduct, music and nance are detected in the same way we detect real motion in nature. 

art, literature and drama."86 Although today the progression from one frame to the next in film 
Today the focus in the study of perception is again on relationship, is standardized and apparently seamless, early film, which was recorded 

primarily in tenns of how the specialized areas of the visual cortex work at speeds between sixteen to twenty-four frames per second, often was 

together to create a unified perception. It is clear, for example, that reen- seen as "flickering" on the screen as the eye became slightly aware of the 
trant connections allow information to flow both ways between different time when the shutter was closed and the film mechanically advanced 

areas of the visual cortex, that a kind of temporal synchrony is achieved another notch. When film was stabilized at twenty-four frames per 

among firing cells, and that some kind of multistage integration occurs second with the advent of synchronized optical sound tracks, the flicker 
among specialized parts. "It is no longer possible," com- disappeared-even though the idiomatic expression of "seeing a flick" 

ments neurological researcher Semir Zeki, "to divide the process of for "going to the movies" didn't. 

seeing from that of understanding . . . nor is it possible to separate the Frame movement is also responsible for many perceptually con- 

acquisition of visual knowledge from cons~iousness."~~ vincing filmic special effects, such as when miniature models are used to 
substitute for elaborate land or cityscapes in &aster films that require 

From Phi to AM convincing footage without the expense of full-scale production. When 
miniatures are filmed at high speed ("overcranked") and played back at 

Through the work of Zeki and others, earlier Gestalt ideas about standard speed, the effects of normal gravity, size, and weight are simu- 
*&. ,, - ,  - phi phenomenbh have now been considerably nuanced. From an lated, and we see the event as if it were happening in full scale, in actual 

example of the whole as diffe:ent from the sum of its parts, the phi phe- time. 
nomenon has been recast to reveal the existence of two distinct systems, Originally limited in speed by the mechanical movement required 

one responsible for pbceiving movement between brief flashes and the in pin-registered camyas, today's ultrahigh speed cameras move light 

other for perceiving movement between long flashes. past the film, rather than the film past the light, achieving astonishing res- 

As a result of revisiting Gestalt psychologists' experiments with olution and realistic special effects. In contrast, films which are under- 

"phi" we have come to understand that the lower level "magno" system cranked at fewer than twenty-four frames per second but miplayed back 

quickly detects movement, depth cues and contrast in borders, while the at standard speed have action which looks artificially fast When adon  is 

"parvo" system more slowly detects color, shape, and ~rientation.~~ In slowed down and undercranked, as in a choreographed martial arts 

Apparent Movement (AM), "the impression of movement from two sequence, it appears normal when played back at regular speed. This 

actually stationary stimuli," according to Gregory, "stems from process- effect can also be used to advantage for deliberate special effects which 

ing early in the visual system or even in the retina . . . the cortex does not require slow and careful choreography-such as sword fights-but 
receive signals first from one stimulus, then from the other; rather it - - which gain in action and suspense when played back at normal speed. - 
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Event Perception, Media, and Logic Events which occur closely together in time not only get attention 
but may also become endowed with an inherent cause-effect logic as well. 

Movement perception is so essential to our being that, like color, it According to Albert Michotte, in fact, close timing of events may, in fact, 
is registered immediately and automatically by the perceptual system. force the impression of causal relationship on our perceptian despite their 
The theory of "event perception," evolved from the work of Gunnar mere ~hronology.~~ This loose perceptual "logic" further explains why 
Johansson and Gibson's Ecological Optics theory, which recognizes action films, despite lack of plot or unified theme, scelll to tell a story 
movement as the key to an "event." ~ecausekhe  visual system has where none essentially exists. Steven seagal's pdpular film Ll?lrler Siege, 
evolved to alert us to danger or to the presence of potential food, we for example, is typical of this kind of "platting": the take-over of a Naval 
respond to movement first of all as a signal of potentially positive or ship by evil men bent on extortion is merely the 5et-up fo; a series of 
negative change. An event, then, is something that "happens." When events involving increasingly violent stunts and a sen& of special effects. -;. . ,-*. :;e 
changes in the visual field occur, they demand our notice because q y. 

This common and basic error in abstract reasoning niay derive 
through movement, we are better able to understand the object's struc- from the perceptual phenomenon ofrelationship derived through prox- 
ture and to resolve ambiguities in the environment. Movement reveals imity and similarity. In perceptual process neighboring points do not 
three-dimensional form and separates figure from ground. This is why have to touch to appear to be logically connected as part of a larger 
animals that depend on camouflage for survival freeze when threatened. meaningful pattern, in the same way astronomers first perceived constel- 
When they move, they reveal their characteristic shape, size, and direc- lations in the scattering of night stars. Figure 1.5, for example, shows 
tion of action. In fact, whatever moves in any apparently meaningful how similarity and proximity can work to connect separate ~mits. This 
way in our environment gets our attention. 

perceptual tendency may also be factor in such logical fallacies as the 
This simple fact of perception has had reverberating impact in 

terms of media as entertainment. This is why, despite the fact that we .nonsequitur (it does not follow) and post hoc ergo propter hoc (after his 

may recognize a film or television show as inane, we may continue to therefore because of this) simply because perceptual "logic" seems to 

watch it anyway. As McLuhan insisted, part of the reason we watch tele- indicate cause-effect sequence automatically. The reason for his, again, 

vision is simply because the picture moves. And action films are the lies in experience. 

easiest way to get and keep our attention. Gestalt theory was the firsf to clardy in perception the unconscious 
Because rapid advancement in computer abilities have made spec- and automatic processes at wdrk to organize sensation into experience, 

tncular special effects possible, we often see more time, energy, and suggesting that the process of compression and reduction of visual infor- 

money spent on action sequences than on script development, and often mation pares perceptual elements to their simplest, most efficient form. 

films are strung together as visual events rather than as artistic wholes. The "Law of Pragnanz," which is the first principle on which all 

The box office success of films like Tenninntor 11: Jztdgment Day (U.S.A., other gestalt principles are based, states that a "psycl~ological organiza- 

1991) attests to the ability of action alone to distract attention from weak tion will always be as 'good' [i.e., simple, regular, symrnelrical] as the 
plot and inane dialogue. It may, in fact, be only after the experience of the prevailing conditions will a l l ~ w . " ~  As the principle whicG unifies per- 
film, if ive analyze the action, that we realize that events did not really ceptual elements into a single harmonious whole, this Law of Pragnanz 
make intellige~zf sense at all. is the early twentieth-century counterpart of Aristotle's concept of 

The effect, however, can also be seen in older classic films as well, "common sense," the gestalt essence of which is efficiency achic\led 
such as Howard Hawk's mystery thriller Tlze Big Sleep (U.S.A., 1946). through simplicity, regularity, and symmetry. 
Based on Raymond Chandler's novel, the film is composed almost 
wholly of a rapid series of violent outbursts, powerful sensual interac- Perceptual Principles and Artistic Manipulation 
tions behveen the charismatic duo of Bogart and Bacall, and dialogue too 
quick to analyze. Things happen so fast and the images are so seductive This efficiency begins with stress and with simplicity as a stress 
that it may be only after the film is over that we realize that we never reducer. We see an incomplete near-circle as a circle, for example, 
really understood what was going on or why. (With Bogart and Bacd on because the internal stresses of a simpler figure are less. Thc closer and 
the screen, it probably doesn't really matter anyway.) more like the parts, the greater h e  attraction among tl~ern; the greater 
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FIGURE 1.5 because the forms and textures of the paint become isolated from each 
other. At a distance, however, the edges emerge, as larger areas begin to 

Gestalt "Good Communication." According to this law of perception, the eye 
will complete lines according to the simplest, "best" shape suggested. These 

" ~ u l l  together" perceptually and edges are created by differences in 

shapes are perceived as a square in front of a partially obscured triangle and color or brightness. In Pointillism, the effect is even more pronounced 

circle. since its technique relies on single dots of uniform color and brightness. 
The effect of edge boundaries is also enhanced by the subjective 

perceptual phenomena known as "Mach bands," named after their dis- 
coverer Ernst Mach. These are bright and dark strips that appear at the 
edge of bright and dark areas respectively, accentuating pattern con- 
tours. A part of the natural functioning of the visual system, Mach bands 
appear in any distribution of light and dark as a result of perceptual 
"lateral inhibition" when photorecegtors in the retina mutually inhibit 
one another at the boundary between light and dark fields. The same 
phenomena can also easily be seen in newspaper halftone images where 
line screens are coarse enough to enable viewers to see the break-up of 
images into different sized dots within uniformly sized spaces. The 
smaller the dot and the more white space which then surrounds it, the 
lighter the area appears. The larger the dot, the darker the area appears. 
At a distance, as with impressionist paintings, the visual system will 
discern patterns that create the image, and contours will be enhanced by 
the Mach band effect. 

Other artists, rather than capturing the external patterns of light, 
L have e~erimented with zones of vision to create experience. Proxemics 

researcher Edward T. Hall points out, for example, that if viewed by a 
the distance and inequality, f ie  less stability and the less the pull toward fixed stare at the appropriate close distance, Rembrandt's paintings can 
unification. Likewise, an open-lined figure, even a series of dots, will be become three-dimensional because he utilized the three sight zones of 
seen as a single triangle, a circle, and a square if, when adding "missing" foveal, macular, and peripheral vision. When the eye of the observer 
Lines or dots, the resultant mental figures approximate those basic rests on the most detailed center of the painting (comparable to the area 
shapes. For the average person, the process is never even noticeable: the that the fovea of the eye can discern in great detail), the other areas 

,Lzv~,d: 4 - *::, - eye-brain simply'haturally groups elements and ''fills in" space to create around it with less detail will coincide exactly with the viewer's h e  

the and most symmetrical forms (Figure 1.5).95 sight ranges, and a three-dimensional effect will be reproduced. Hall also 
The nineteenth-centv'iImpressionists and Pointillists recognized observes that the same thing is true of other artists such as the Dutch 

this before percept~~psychologists did and used it to great advantage landscape painter Ho)bema, whose large detailed canvases, when 
to capture the "impression" of reality. Through patterns of Light on viewed from a distance'close enough to place the outside of the canvas 

canvas they seized the moment: artists like C6zanne1 Renoir, Monet, and just outside the field of vision, give the impression of actually viewing 

Manet used elongated blobs and round dots of paint distributed in the countryside. One can look straight ahead into the distance, up to the 
varying densities on the canvas to induce the viewer's eye to create trees, or down to a brook.% 
familiar shapes out of simple dots and strokes. Variations in color and Conversely, much of the impression of distance in perception is 
texture, rather than specific line edges, are interpreted by viewers as the due to a progressive loss of contrast in areas of bright and dark as dis- 

boundaries of objects, separating them from their backgrounds, and like tance increases, primarily as a result of atmospheric perspective. The 

areas combine to form the shape of familiar objects and people. If more particles-such as dust or water molecules in mist-through 
impressionistic painegs are viewed close-up, this sense of edges blurs which the object is seen, the more distant it will appear. O n  clear mom- 
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ings particularly after a night rain, for example, far away objects such as FIGURE 1.6 

houses can seem close enough to comt the windows. By late in the day, Gestalt Face or Vase? In this classic Gestalt illustration, figure and ground 
however, the accumulation of smog from car traffic or industrial waste reverse as the vase and the profiles alternately assert themselves as figures. 
can make the house itself barely discernible. Experience tells us the 
house remains in the same location but is obscured by the atmosphere, 
but in unfamiliar circumstances, we tend to use the gauge of the atmos- 
phere to which we have become accustom6d. For this reason, city 
dwellers are often confused by apparent distances in open spaces such 
as the desert where there is little air pollution. Distant mountains appear 
deceptively close, and many tourists have walked for hours toward a 2 --  ,A" s7*T -,: 
destination they believed to be only a short walk away. 

This phenomenon is exploited extensively in film to create or 
extend sets in order to avoid the time and cost of building or traveling. 
The impressive sets of Gone .ruitlz the Wind (U.S.A., 1939)) for example, 
which so powerfully recreates the antebellum South and the tragic 
destruction within the Civil War, are mostly matte paintings, with the 
action filmed in Culver City, California. The "latent image matte paint- 
ing" technique used in the film involves blocking out part of the image 
during shooting so that it remains unexposed. In the studio, a painting is 
done on glass by a matte artist to the size and specifications of the 
missing scenery, and this is then exposed onto the original film. 
Sometimes called "photo-impressionism" by practitioners, the art of 
matte painting is to know exactly how much detail to include in the 
painting to create the impression that i f  the camera looked closer, it * 1 

would indeed find full-scale reality. Over a hundred matte paintings 
were used in the production of Gone 7uitk the Wind, including those found that connectivity detection is involved in preprocessing the image, 
showing Tara itself. even before form recognition itself can occur.gY 

In the tendency toward efficiency, Gestalt theorists observed, too, A classic example of the phenomenon of figure-ground formation 
that a system left to itself will lose its asymmetries and become more is the Rubin drawing of two faces in profile (Figure 1.6)) which altema- 
rcplar  as it approaches a time-independent state." This regularity is tively transforms itself into a vase, depending on which we see as figure ' 

organized by forces of cohesion and segregation. Equality of stimulation and which as ground. When the forces for segregation and cohesion are 
produces cohesion or uriification through similarity; inequality or differ- equivalent, ambiguity results: figure and ground alternate as each asserts 
ence produces segregation. This is the principle behind the perceptual itself to become the dominant figure. The vase/faces illustration is 
associationistic logic discussed earlier. Lines placed closer together and ambiguous because it vacillates between two interpretations and cannot 
similar colors or shapes tend to form units that are segregated from an be resolved conclusively into one or the other. In the illustration (Figure 
apparently receding background. Camouflage can successfully fool the 1.7), which was first published in Prick in 1915 as "My Wge utzd 
eye by simply repeating in the foreground object the background Mother-i~i-hzu,~ whether we see the old woman or the young woman 
pattern-which tends to be more unformed and without definitive con- first, we are not only likely to stop looking after we find the first figure, 
tours-causing it virtually to disappear. Gestalt psychologist Kurt we are also likely to have some difficulty locating the second one. Once 
Koffka explains that foreground shapes are seen as separate only when we see both, they tend to alternate, and it is difficult to fixate on one. 
forces that segregate the figure from its field and hold it in equilibrium This is also how perceptual principles imply expectation. Just as we 
are brought into play.'" recent visual textures studies, Bela Julesz has create defined shapes from ambiguous sketches, or read them into clouds 
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FIGURE 1.7 principle of good continuation the roots not only of legitimate generaliza- 

Wife or Mother-in-Law? First published by Hill in 1915, this classic figure alter- 
nates portraits of a young woman turned away and an old woman in profile. 
The nose of the older woman doubles as the young woman's jaw line. 

;on but also of negative stereotyping as well,-together w i thke  strong 
level of conviction which some concepts gain over time. On the most basic 
level of perceptual good continuation, Julesz has found that a person can 
be influenced by a stimulus not even consciousl~ perceived and that the - 
content of an inkial image may impress itself on a subsequent ambiguous 
image undetected.Im In this same way, in true subliminal advertising (dis- 
cussed further in Chapter 6), the likability of the images that surround the 
product become associated with the nature of product itseI.f.lm 

In the expectation inherent in this concept of good continuation, 
the Gestalt approach emphasizes inherent perceptual principles rather 
than learning and experience, but latgr constructivist psychologists have 
tempered this view considerably S their own approaches. Although 
Gibson's ecological optics stays within the Gestalt tradition, for example, 
stressing that there is enough information directly available in the optic 
array'to discount further processing, the constructivist approach stresses 
the role of experience in the active observer in mentally processing the 
whole image. Hochberg, for example, has proposed that saccadic eye 
movements are part of an active process of mental mapmaking in which 
parts are pieced together to form an integrated whole. In Biedermanls 
theory mentioned earlier, too, it is primarily our experience which allows 
us to recognize the shapes of objects from geons, even when they are 
occluded or partially masked. In the cognitive approach to perception, 
stress-is placed on the role that expectations, memory, and reasoning 
play in completing the whole. 

Interestingly, however, recent research has identified major 
anatomical subdivisions at the earliest stages of vision, lending credibil- 
ity to the concept of "visual intelligence" prior to the influence of experi- 
ence on perception. Discrediting memory-based high-level cognitive 

,a&J;,;, explanations for depth perspective, for example, Harvard researchers 

. I  
Livingstone and Hubel have found that simple interactions initiate auto- 

- matic interpretation of a two-dimensional image into three-dimensional 
or night stars, we alsi, tend to extend any suggested continuing pattern information at a v e x  early point in the visual system, not at  higher 
along the direction previously established, since this also lends stability levels of cognitive processing. Having confirmed and traced the pres- 
and creates meaning. A curve, for example, "will proceed in its own ence of the "magno" system which perceives movement before process- 
natural way a circle as a circle, an ellipse as an ellipse, and so forth."'01 ing form, and the "parvo" system which is influenced by cognitive 
The suggestion of a shape continues that shape until it is complete, just as factors and perceives form, for example, the researchers "were struck by 
the suggestion of a pattern implies its continuance. This "Law of Good the similarity between the list of functions ascribed to the magno system 
Continuation" suggests how we close and continue symmetrical patterns. and the Gestalt psychologists' list of features used to discriminate objects 
These in turn become more stable the longer they are maintained. from each other and from the ba~kground."'~ 

If as Gregory suggests, perceptual patterns provide the foundation Whether the stress is on the initial whole or on the processing of 
for abstract tho+nt and reasonins then it is possible to see in this basic . .  

parts to build that whole, however, the principle oE good continuation 
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focus, which equalizes the clarity of the two figures, the two appear to be were rushing by us, and the platform is coordinated to the screen action, 
merent sizes, but right next to each other. Without such cues as a grad- the illusion is almost total. 
ually diminishing landscape or blurring of the remote figure, the two Universal Studio's "Back to the Future," an IMaxB simulated ride, 
people seem to be in the same location. is typical of the genre in its devices and masterful engineering. 

Such filmic special effects and contrivances like the Arnes room Developed as a thematic off-shoot of the 1985 film written and directed 
remind us that "the map is not the territory," and that, as art and percep- by Robert Zemeckis, the "ride" utilizes a simulated DeLorean car 
tual theorist E. H. Gombrich states, "What we see through the peephole mounted on a four-axes motion base which can move fore and aft, up 
does not directly and immediately reved to us 'what is out there1; in fad, and down, pitch forward and back, and also roll. Sound waves injected 
we cannot possibly tell 'what is there'; we can only guess, and our guess into a highly sophisticated hydraulics system create the sensation of 
will be influenced by our expectations."'" This is also one of the reasons surface texture as you "ride" over rough surfaces. As one of the car's 
J. J. Gibson's theory of Ecological Optics stresses that perception should occupants, you feel you are actually movi& and participating in a real 
be studied within a natural environment, where people move about event, not merely viewing one on a gcreen. The effect is a recreation of 
within the ambient optic array. As the perceiver moves through the envi- experience and, like perception itself, involves the coordination of the 
ronment, the light reflected from textured surfaces provides information other senses within a perfect synthesis. Perfectly timed coordination is 
on size and layout directly through invariants-those aspects that do not the key: sixty computers operate two giant screens andtwelve ride vehi- 
change within the changing viewpoints. If, for example, the peephole in cles. They also synchronize the 10,000 watt multichannel surround 
Ames's room or the camera in Attack of the F I B  Foot Woman, were to be sound system and IMax high resolution image to the car's movement to 
moved just slightly to the left or right, the whole of the illusion would be within 1/24 of a second, stimulating several senses simultaneously, 
destroyed. This, according to Gibson, is how we perceive in reality: by Part of this illusion is, of course, based on anticipation. As the illu- 
moving about in an ever-changing environment. sions created by Ames suggest, we recognize a chair in a disjointed set of 

wires because we know and understand a chair; likewise, simulated 
Muleisensory Surrounds and Virtual Reality environments rely heavily on suggestibility and prior experience to 

determine exactly how muchiand how many sensual stimuli are neces- 
Recently, special effects have broadened into attempts to overcome sary tosatisfy and sustain the illusion. 

the limitations of stationary perspective altogether by developing multi- The trick for theme parks-as for matte paintings in film--is to 
sensory surrounds, in which the whole perceptual environment is find an appropriate balance between the lowest costs and the most con- 
manipulated in terms of sight, sound and movement. Expensive to vincing experience. Like the Impressionist painters of the nineteenth 
produce and most generally accessible to the public in "theme parks" century who used minimal stimulus, so too today, visual technologists 
such as Florida's Disney World or Universal Studios, these simulated have found that sometimes less is sufficient. High-definition television 

,;$2,yi2;< - - I ,c environments, xi~ually in the form of film rides, move the viewer up, (HDTV), for example, was expected to be instantly a high-demand con- - 
down ill;~d sideways in a choreographed computerized program that is sumer item in technologically conscious Japan when it came on the 
coordinated with high resblution film images on a wide-angle, full market. Surprisingly, however, it was found that only one aspect of 
peripheral view saeen. The sense of forward movement is created by HDTV-its wider scree?-was sufficient to ensure purchase, and that a 
manipulating the gradient of optic flow in the visual field while provid- satisfactory sense of higher resolution could be obtained by affordable 
ing enough hydraulic movement in the seat platform to fool the viewer technology that simply doubles the lines. As of this writing, HDTV is 

into feeling that he or she is actually experiencing the ride. A similar seen as not as the most probable next step in television viewing but as 

ordinary experience occurs when, if we are seated in a stationary train the one after. As consumers become used to the level of verisimilitude 
and the train next to us begins to move backward, we have the distinct within this format and exposed to other more f d y  simulated environ- 
feeling that it is our train that is moving, and that it is moving in a ments, they will then demand the more sophisticated resolution of true 
fornard direction. In this example the visual alone creates the illusion of HDTv 
motion. In the film ride, when the visual is combined with high-resolu- Other efforts to change passive 2-D media into fully interactive 3-D 
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invaluable, for VR provides what textbooks and instructors, linuted pri- 
marily to verbal communication and Limited visual illustration cannot: 
~ e o p l e  learn more effectively and enjoyably by~reasoning and solving 
problems through experieizce than by being told about them indirectly. 

This is why VR has found such gregt practical popularity in design 
areas, like simulated architectural environments in j+$ich one can virtu- ,- 

% .  Sw 

ally walk through plans to test design flaws, and n~ore irnportmt, in -7.. 

areas where mistakes cannot be tolerated, but where practice is essential. 
One medical use of VR, for example; is in the area of avatars (simulated 
computerized "stand-ins" that interface with the patient in 3-D), which 
allow surgeons in training to practice delicate operations and to cope 
with complications which can be programmed into the procedure. VR 
interfaces with serni-autonomous robots, it is speculated, may be the 
only possible way to construct space stations in outer space.11u 

Current VR stock market computer programs now also regularly 
help analysts understand market trends and fluctuations by rendering 
complex quantitative data into color and three-dimensional schematics aural environment changes precisely as the person 
on their personal computers. Analysts can move around in 3-D space , . 
and time, absorb information faster, and respond more quickly to 
sudden market spurts. Prospectice customers can tour productjon plants 
and visit with concrete manifestations of future ideas as part of the 
company's integrated marketing efforts. Chemical molecular engineers 
in search of new drugs and DNA secrets, can move with molecules in I 

VR environments with visual and tactile feedback searching for molecu- 
lar "docking" sites. At least one California psychologist uses VT\ simula- 
tions to treat phobias in his patients by desensitizing them through 
simulated experience."' 

The Pentagon's Defense Advanced Research Projects Agency sccs 
VR as playing an essential role in war games training as a smaller 
number of military will be expected to perform a wider variety of skills 
in combat  situation^,"^ while in Japan, couples plan kitchen layouts and 
cabinehy in VR store set-ups in the morning and the next day see them 
installed in their own homes. VR has also found a variety of other appli- 
cations: from recording "the subtle relationships between speed, posi- 

"cyberspace" (a term coined and developed by William Gibson to tion, flex and other variables" in a pitch by Roger Clemens to help 

describe an elaborate global computer network and the virtual environ- understand and avoid repetitive stress injuries,Il3 to the sin~ulation of 

ment that it has created, in his novels of the mid- to late 1980~)~ VR can murder scenes in judicial trials. In one California trial in 1992, for 

only model reality. As Rheingold suggests, "No map can ever be as example, a VR simulation produced on personal computer by a ballistics 1 
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expert was considered to be substantially responsible for a manslaughter form of gratuitous violence. Even what seems ordinary everyday exper+ 
conviction."' Such legal uses have also raised inevitable controversies, a c e  can tun nightmarish by implication when VR makes it eminently 
however, many of which are perceptually based. desirable and immediately obtainable. Very early on in VR development, 

In terms of ultimate illusionary sensory surrounds (such as in VR for example, virtual sex became an imminent probability, and the spread 
situations when military trainees sweat, swear, and in general show of pornography and sexual manipulation a serious concern. Commercial 
emotional responses and behavior similar to military in real combat), it is manipulation also started early as Saatchi and Saatchi, then the world's 
easy to see how both illusion and reality might become confused, but largest advertising agency, began to study the feasibility of transporting. 

students in the classroom via VR to a "hypermall" where they could pur- 
chase goods electronically Given the current pervasiveness of advertising 
in public schools under the guise of educational programming, particu- 
larly as part of "Channel One,""' this type of exploitation may be more 
generally acceptable than might at first be thought. 

Despite the disturbing prospe6t which the preference of living in a 
VR world and the manipulation of desires suggests, however, VR may 

Jaron Lanier himself points out that perception does seem to prove to be the educational catalyst to involve children and adolescents 
ange with individual sallies into VR experience, but often in a positive in true reality by making chemical molecules come alive in chemistry 

way: because in a synthetic world you adapt to a lower level of detail class and allowing students to walk on Venus or through rain forests, 
while at the same time being made aware of y o u  own personal con- explore the pyramids, and move back and forth in space and time to 
sciousness to an extraordinary degree, he claims, when you return from answer questions on geography, climate, history, and other academic 
the simulated world, you tend to experience "the physical world as areas. It may also become the experiential salvation of people who are 

physically disabled as well as a positive boon to the mentally ill whose 
vision of reality may be retrained and normalized through VR therapyng 
Unlike the repetitive formulas of television programs or the continual 
looping of video games, V31, fully realized, opens up to people all the 
possibilities that individual choice ultimately implies within digitally 

[by] forc[ing] you to notice that you are experiencing things."115 In this captured or synthetic environments. 
sense, VR is the reverse of what Lanier calls the "dangerous television But how will perception and consequent judgment function in a 
stupor" of TV and of a computer-dominated consciousness: 'With a world where sophisticated sensual stimulation by media can be used to 
virtual reality system," he explains, "you don't see the computer create and manipulate perceptual experience? Some VR critics warn that 

the line between illusion and reality may become perceptually nonexis- 
tent, even in everyday life. But the central issue of illusion in perception 
is more basic, and it is wise to remember that with only minimal audio 
stimulus, Orson Welles's radio broadcast of H. G. Wells's "War of the 
Worlds" fooled a number of people into believing in 1939 that the 
Martians really had lfinded in New Jersey In studying how the illusion 
affected people's judgments in this situation, Cantril found that those 
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Memory, too, can complicate the process of judgment when real The brain's ability to adapt its own areas for necessary use, for 
experience mixes with mediated vicarious experience in memory. example, is evident in cases where because of injury or surgery, part of 
Accumulated memories from media drama may then eventually influ- the brain is missing. Because certain parts of the brain have been associ- 
ence the way current physical reality is perceived when memory is used ated with particular abilities, it would be reasonable to assume that 
to judge present situations-particularly in children whose initial judg- without these sites, the brain could not function. Yet cases have shown 
ments are weakened both by a lack of general knpwledge about the way that often knowledge and functional capacity migrates from one area 
the world works and by immature informatiori"pocessing. But adults into another, even in cases of stroke in elderly b r h .  The brain has enor- 
are also susceptible to memory mixing, particularly when we identify rnous adaptability. It is however, temeorally limited, since there also 
with fictionalized objects, people, and situations because they are famil- appears to be a time-clock m e c h a n i s ~  for the burgeondg of certain 
iar within our own life contexts, and especially when decision making ~kills. Although a second language may be acqui~ed at any time, for L '  .& 

i%: 

must be immediate or is accompanied by stres~. '~ '  "Any medium," example, learning second languages in childhood makes the acquisition 
McL~~han warned, "has the power of imposing its own assumption on easier and fuller than later in life when the peak learning period for Inn- 
the unwary."'22 Even direct perception itself also has the power of impos- p a g e  is over. The windows for development have a limited time frame. 
ing illusion on otherwise intelligent adults. Neurobiologist Carla Shatz explains that there are t w c )  broad stages 

In the 1950s, in Seattle, Washington, for example, people began dis- in brain-wiring, an earlier one where experience isn't requisite and a 
covering small pitted areas in their windshields. As one person told later one when it is.lZ Each perceptual ability has a first critical period in 
another of the phenomenon and local broadcasts repeated it, a general which development must occur. If i t  doesn't, the ability may be forever 
mild panic ensued as people discovered one after another that their impaired or entirely lost. The circuit for vision has a growth spurt at the 
windshields, too, had been pitted. Although those who made the discov- age of two to four months, peaking at eight months, when each neuron 
ery seemed certain that their windshields had been perfectly smooth connects to about 15,000 other neurons. If a baby has cataracts at birth 
prior to the mass event, what the event ultimately revealed-after toying and these are not removed until it is past this period of cle\~clopment, it I 
\vitli a variety of theories ranging from acid rain to extraterrestrial influ- will never learn to see.'26 Connections, which are promoted by activity, 
ences-was that in the course of everyday use, car windshields will will never form. This is why people who have never seen before or who, 
always become pitted on the outside. Prior to the scare, people had been like Sacks's patient Virgil and Gregory's S.B., have experienced sight i 
looking at their windshields from the smooth inside-out. During the only briefly in early childhood encounter what can be insurmountable 1 

I 
scare, they were looking from the pitted outside-in.'= Gombrich reminds difficulty in making sense of what their new eyes see. 1 
us in Art nlld Ilh~sinn, "Illusion consists in the conviction that there is only In language, auditory maps are formed within the first six months. I 

one way to interpret the visual pattern in front of us. We are blind to By twelve months, the window closes and infants lose the facility of dis- 1 
other possible configurations because we Literally 'cannot imagine' criminating sounds not in their own language. Before it 6 spoken, lan- 

p a g e  is constrained by the pattern of sounds used in native language, 
so that even when babies babble, they do so in the sounds and rhythms 

Brain Wiring of the language they have heard. Although we retain the capacity to I 

learn other languages, similar languages are easier for us:to learn-like i 
the romance family of languages for French or Spanish speakers-and How the mind utilizes information from the visual system to 

image the external world and to create meaningful experience is still a after the age of ten, we will probably never learn to speak a second lan- 
J 

mystery, even though in the last ten years science has learned as much p a g e  like a native. 
about the inner workings of the brain as we knew prior to that time. In The same is also true for cognitive abilities. If they are not exercised 
the center of it all is the recognition that although the brain's neural after their formation, they are lost. Once our neurological systems are 
architecture and the level of chemicals that either accompany or deter- established, they become more rigid and less susceptible to change, 
mine how we perceive, think, and act are fairly well determined within although they may continue to grow throughout life. The more repeti- 
our first ten years, the brain itself is an amazingly flexible and program- tive our thinking patterns are, the more firmly entrenched they 
mable mechanism. become-like a practiced piano sonata which the more often it is played, 
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It is as if we begin by learning to put together different notes into 
meaningful melodies, gradually building a musical repertoire on which 
we come eventually to rely for all performances. For people with Limited 
thought repertoires, whatever the occasion, they think the same tune. (A 
steady perceptual diet of horror films, cartoons, or media violence in 
childhood, for example, may have enormous implications in the later 
development of values, attitudes, and behavior.) Individuals with large 
thought repertoires who continue to practice new compositions will 

stages, however, the brah continues to learn throughout life, retain a flexibility lost to those who settle early merely for a few basic 
ideas. Thus, despite the trend toward hard-wiring over time and the 
developmental windows open and closed within natural time clocks, 
our perceptual maps are also extraordinarily plastic, capable of enor- 
mous reorganization and revision when stimulated. 

What we "see," then, is a combination of the processing of external 
stbnulus by the visual system, of the simultaneous firing of particular 
neurons in patterns which make us conscious of what we see, of learning 
appropriate perceptual skills at the right time, and of prior learning 
which is brought to bear on present perception. Perception is a process 
which utilizes not only the retinal image but also the whole of a person's 

Training children to hear these sounds by playing them slowly enough being as well. 

Conclusion 

But even as neural circuits can be expanded, they can also be shut To sLimmarize, the ktimuli that experience provides the senses is 
Just as the more languages a person knows, the easier it is to learn always incomplete or ambiguous, and perceptual process is still under- 

stood only in partial increments. We do know, however, that what we 
see is at least partially what we expect to see and is as much the product 
of inner-derived meaning as it is a reflection of what's "out there." As 
the twentieth-century counterpart of Aristotle's concept of "common 
sense," a quality that unifies sensual information into a single holistic 
perception, the Gestalt Law of Pragnanz and other subsequent percep- 
tual theories suggest that while perceptual process is efficient in the 
extreme, it nevertheless is a process that reduces reality to its simplest 
shape and that f+ in empty space with something that isn't really 
there. Under ordinary circumstances, perception and judgment are 
highly susceptible to illusion, especially in intensely pressurized and 
emotional situations. 
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phenomenon called "backmasking," we can alter earlier perceptions susceptible to manipulation. Furthermore, if it is true as hypohesized 

according to later ones. that media-induced vicarious experience may later mix with actual 

Moreover, it appears that because vision is the result of a number of occurrences in memory and render them indistinguishable fqom one 

subsystems at work and not just a direct line to the brain from the senses, another, then media fare may play a substantial role in developing 

many of these subsystems function independently of each other and are mental maps that blend media and reality together as a single mental 
beyond all introspective understanding.'" Not only is our perception experience, which in turn directs our interpretation of the present, 

liable to distortion, it is also highly susceptible to emotional manipulation further revises memory, and affects the direction of our though& aId 

on an unconscious level, which in turn affects our conscious thinking. actions. 

Lighting, shadow, and color can be changed to produce a more positive The essence of "visual common sense" is the first degree of J1\;$llal - 
-=- 

or negative emotional impact;. context can be subtly suggestive enough to intelligence." It tells us that because percepti&i is an internal, . 
alter our conscious opinion of the subject within it. All of this can happen problem-solving process, we may never know what is really "out  there." 

we consciously form a judgment that we believe to be informed, It also tells us that good jud&ent (like the perceplusl process tlhot it par- 

objective, and unbiased-in other words, "intelligent." allels and from which it derives) is really only efficient, never sufficient, 
This is why it is essential that we use our cognitive analytical abili- for survival-and then only in the most rudimentary of circumstances. 

tie= to throw the rational "off switch.'' It is not enough to be "visually lit- Even on the most basic level, our susceptibility to illusion shoL,ld gi\re us 

crate." In a society in which advertising images can lure people into a pause-especially since in understanding our environment t o ~ l ~ ~  lire 

sense of emotional security while undermining their health, in which have come to rely so heavily on media as extensions of our senses. 
political images can affect emotional response before critical analytical It is most important, however, not merely to recognize our inhercsnt 

are invoked, and in which mass media entertainment images of tendency toward illusion as a basic part of perceptual process 111 our 

violence can have devastating arousal effects, the nature of our battle for everyday lives, particularly as we interact with media. We must also 

survival has changed considerably since our current brains have evolved understand that the principles of perceptual process are the keys to cre- 

from primal environmental-response patterns. ative thinking as well-to reaching out beyond our past and into the 

What has evolved as a survival mechanism, therefore, can prove a future, and in doing so to fecognize in relationships implied in analog); 

detriment if, as LeDoux states, "Aggressive responses are indiscrirni- metaphor, and symbol the means to penetrate the mysteries o i  the ~ d -  

nately elicited by thalamic signals and allowed to run their course verse. Lf perceptual theorists are correct that the development of vision 

unchecked by more detailed perceptual analy~es."'~~ Even associations led to "strategic planned behavior and ultimately to abstract thinking,""' 

learned through specific situations may later be generalized and acti- then vision is huly the gateway to advanced intelligence. Those who 

vated in stressful situations. Such research conclusions have profound have the wisdom and insight to see far-reaching implications are true 

implications for cross-overs between mass media and real-life learning, '~visionarie~."'~~ 

~ m d  for the long-term potential of media response to stimulate height- With perceptual development, however, also comcs a liability to 

ened states of physiological arousal in inappropriate sit~ations."~ illusion and to erroneous judgment that may ultimately forsakc us in oLLr 

The concept of visual intelligence therefore implies a critical own well-being. Visual intelligence thus also implies ,XI undcrstandirlg 

appraisal of conscious perceptual information; an understanding of the of exactly how far we can trust our perception to tell us the truth, and a1 

emotional affect that accompanies it; and the tapping of creative ~roblem appreciation of how perceptual process can be mnnipulated through 

solvhg ability that begins in perception, The exercise of this intelligence i various media to alter our attitudes and behavior. When lve are ready to 

begins first, with a basic understanding of the highly complex process of 1 be fooled by ~erceptual process, we are heir to manipulatio~~ by those 

perception: how light from the environment stimulates photoreceptors who mderstand its nuances and are ready to take advantage of it. Tl~ere 

and is transformed chemically and electrically into signals in the brain; I is a Story of a mason who became so disgusted by people not paying his 

and second, with a grasp of the organizational principles which trans- bill when his work was completed that he built in a sheet of glass across 

form information into meaningfulness in higher abstract thought as well. the b e y  as he was constructing it. If the people paid ivhen the work 

When reality is mediated in print photography, television, and t 
compleked, the mason broke the glass. If not, he let them contin~le to 

film, what we see not only is not reality, but a synthetic reality highly puzzle over why the smoke would not go up the f lue  & ~ c e  Lhev could 

  Určeno pouze pro studijní účely  



68 Hstial Intelligence 

see wi& Sne5 0- eyes that there was no obstruction. Visual intelligence 
implies not only recognizing that what we see may not be reality, but 
also breaking through the merely apparent to understand that what we . 

see may have been engineered as well. 2 
Spinozals model of the mind is correct, as cwent  neumlogical 
suggests it isl and we &doomed to first accept what we see as 

reality and to believe what we are told as true, it is only by deliberate 
thought and active higher reasoning that we can move into a wider cirde THE NATURE AND POWER OF IMAGES 

of intelligence and truly appreciate what we see and understand how we 
come to believe. 

The Soul Never Thinks without a Mental Image. 

-Aristotle 

Defining the Image 

The American Heritage Dictionary gives ten defintions of the word I 

imge, ranging from a reproduction of the form of a person or an object 
to an apparition. In between, the definition includes specialized uses of . 
the term in physics, mathematics, and computer science, as well as more 
general meanings for the term that embody both its pictorial and mental 
aspects-including vivid description, literary metaphor and symbol, 
opinion or concept, and thecharacter projected by a person or an institu- 
tion, especially as it is interpreted by the mass media. The range of 
meanings for the verb 'to imagerr runs likewise from external represen- 
tations to internal ones, from the production or reflection of a likeness to 
mental visualization. What is common to all images, however, is the per- 

X.  % <  .b - , ceptual logic by which they are formed and the nature of the coherent 
whole. 

Neurologically all images are by natllle gestalts, made up of frag- 
merits of visual experience processed modularly and then coordinated 
through perceptual process into what Walter Lippmann called "pictures 
in our heads." Thepare stories, always implying more than their parts, 
always in process &d actively seeking meaning. Because vision devel- 
oped before verbal language, images are a natural part of our primal 
sense of being and represent the deepest recesses of ourselves. As the 
breadth of dictionary defintions suggests as well, images are tied to the 
full range of human experience and expression ranging from practical 
affordance to symbolic myth. This is why an understanding of Ette nature 
and power of imzges begins with perceptual process but ultimately ends 

- > 
P F = , - T . p <  7s7-%-* . - with the abstract picture of the world that we carry in our heads. - - . - .. - . - ; - - ~ ~ - r . ; - - ~ , - = ~ - - i " . ~ ~ r i c i ~ ~ : - ~ ~ ~ i ~ c ' C ' C ' C ' ~  I a _  zL. ;? L- ,+- ?-i-----.~.i-."rj-- - - --=-s.Fq- 

% .  c .  
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For many people, as Jonathan Price put it in hi book title of the late 
1970s, advertisements are still "the best thing on TV." Advertising has, 111 
fact, become so entertaining and so highly targeted that even in print ~ncdia, 
many people read ads as avidly as the editorial content of their magazines. 
It has also been so successful at \.iihat it does, that in discussions of visual 
literacy, advertising is often the first topic on the agenda. How it ad~ieves 
this success is a matter of careful perceptual stratebizing and structuring. 
Lighting, colors, camera angles, tone, every detail of every iten1 shown, the 
placement of elements, every word--each of these is scn~tinized, discussed, 
tested for its impact. In a national ad campaign nothing is left lo cha~ce. 

The concept of visual intelligence in advertising therefore implics 
the ability to understand, first, that the industry spends billions of 
dollars each year not to entertain, or even to inform, but to sell. If an ad 
doesn't sell the product or the idea, it is not doing its job. Second, i t  
implies that messages are framed in the most sublle and effective way 
possible to reach the target audience (someone in a position to buy the 
product or act on the idea), to make them receptive to the message, ,and 
ultimately to act on it. Like the poet T. S. Eliot, every art director ancl. 
copywriter in advertising is searching for the perfect objective correla- 
tive-the string of images in illustrations and words that ~vill serve as a 
metaphor for the product experience. 

This is why the perceptual gestalt has significance for advertisers: 
the way elements are combined to create a total effect or ilnpression is 
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more important than fact or rational logic: ''Most readers," the advertis- 
ing guru Bill Bembach has observed, "come away from their reading not 
with a clear, precise, detailed registration of its contents on their ninds, 
but rather with a vague, misty idea which was formed as much by the 
pace, the proportions, the music of the writings as by the literal words 
themselves."' The key to an ad's sigmhcance, he recognized, lies in the 
way the relationship creates meaning-in how the form and structure of 
each element contributes to single, stable message. Impact is achieved by 
the appropriate synthesis of primary visual and secondary verbal ele- 
ments mutually reinforcing each other; the perceptual reception of the 
message is determined by the set of thoughts and emotions that are part 
of the consumer, and the ability of the advertisement to reach both. Ads 
that don't achieve an emotional resonance do not succeed. 

As Less and others have noted, the history of advertising in the 
twentieth century has been characterized by the steady movement away 
from function ('What does the product do?"), with its emphasis on ratio- 
nal copy, to the identification of the consumer and the nature of the 
social meaning ("What does the product mean in terms of the type of 
person I am and how I relate to othe~s?").~ As a result, personal and 
social image have become the stuff of which advertising is made, and 
advertising's visual'language has come to play an integral role in the 
way our culture is defined and in how people interact with one another 
in it. 

In both print and television advertising, this means that the adver- 
tisement functions as a metaphor. The consumer identifies with the 
advertising image, and the product within that image becomes inti- 
mately linked with the satisfactions inherent in the scenario. Without 
directly stating a causal relationship between Newport cigarettes and an 
active young lifestyle, for example, the advertiser uses the associative 

*,>.* , , , L . ,, logicpf the viewer to make the product seem an essential part - 
of visual stor$ and the product a metaphor for the socially rewarding 
experihce depicted. Lineax logic cannot achieve this; rather the success 
of the ad depends on the formation of a gestalt in which all of the parts 
become inseparabie within the whole. This type of approach, which is 
often called "image advertising," establishes goods as pictographic 
symbols linked holistically with positive social experience through per- 
ceptual logic. 

As Gestalt psychologists first realized, ambiguity is also a powerful 
ally in drawing us into the image depicted, completing it with our own 
needs and desires. This is the "amplification of ambiguity" that Scott 
McCloud described as characteristic of the cartoon image. In advertising, 

means *hat the image is structured-specifically enough to attract the A "  3 ,  .& . .r . - -* . *. .-- .- - .- - - a- 
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appropriate audience, and ambiguously enough for consumers to read 
themselves into it. It must also, however, suggest a promise of something 
better by increasing the number and type of associations that can be gen- 
erated from the image. The perceptual logic or visual grammar of these 
associations may work on a number of levels, from personal meaning to 
social sharing. As meanings become shared through repeated exposure in 
mass media, individuals can then use product-image associations as vehi- 
cles for priming attitudes and behavioral associations in other consumers. 

Advertising, then, has both deep personal and broad social impli- 
cations. Not only does it appear to speak to our personal needs, prefer- 
ences, and fantasies, but it also becomes a means of social discourse as 
well, providing a common reference of'meaning. As an integral part of 
social language and therefore of the cultural system, it confirms self- 
identity and helps to define the normative values of the target-group-as- 
subculture. As the shared vocabulary of advertisements grows, 
advertising images may then become vehicles for self-expression, as 
when people sport clothes with designer labels or logos on the outside, 
or part of the vocabulary of social or political discourse, as in the famous 
"Where's the beef?" fast-food slogan cum presidential campaign slogan. 
As John Berger has emphasized in Ways of Seeing, advertising has moved 
in to fill a void in the democratic society that class-structured societies do 
not share, providing people with ready-made and easily understood 
labels with which to communicate their own social status, personality, 
and lifestyle. Some anthropolbgists believe that the very first evidences 
of body ornamentation served the purpose of delineating social roles, 
and that this in turn increased the "ability to think in and communicate 
by means of specific visual irnages.Iq Compared to brand recognition 
and overt logos and labels today, only T-shirts represent a more obvious 
means for sending social messages. 

As both propagandists and advertisers realize, and as Miinsterberg 
first suggested about the impact of filn~, images are also the surest route 
to the emotions, and therefore a primary means of influencing attitudes 
before critical thought is engaged. LeDoux, Zajonc, and others have 
shown, too, that affective impact can be achieved even before product 
recognition is consciously registered, and these effects can be retained for 
a considerable time.' Advertising has also long recognized the need to 
speak to human emotions first. Bill Backer, one of the most successful 
creatives in advertising, for example, in stressing the necessity of h s h -  
ness and original;@ in coming up with an abstract solution to the con- 

has "never been afraid of portraying 
they are not being used to manipulate 

e."5 Whatever the message, it must 
, _-____-__-%-___ir - "  ' ^ - _ .  .. - , -  ---- 
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achieve an emotional resonance in order to become integrated into the 
self. Tony Schwartz, who first articulated advertising "reson~~ce" as a 
theory of communication, conunents that the "viewer's brain is an 
pensable component of the total communication system [of advertising]. 
His l i e  experiences, as well as his expectations of the stimuli he is receiv- 
ing, interact with the communicator's output in determining the 
meaning of the c~mrnunication."~ z~ 

The most effective advertising communication is therefore one that 
achieves a matched layering of basic self-image, manufactured and 
mediated image, and product imagewhatever the product may be, 
from clothing to political figures. In such messages, the sense of the self 
becomes bonded with what is sold, so that in the loosest association, 
they just seem to "fit," while at the deepest and most profound level of 
association, they seem inseparable from one's own identity. Thus certain 
brands of clothing seem to be "just right" for us, or we become emotion- 
ally biased toward political ideas or figures that seem to represent what 
we are and care about. Without emotional commitment or the affectively 
integrative "common sense" that emotional synthesis implies, there is no 
motivation to change attitudes or behavior. 

To achieve an impact which will move the consumer from liking to 
buying a product, ad directors and copywriters, as the two essential 
par t .  of the advertising creative team, know that the first step is to gain 
attention; the second, to gain interest and likability through involvement; 
the third, to persuade by connecting a consumer problem with the 
product as its solution; the fourth, to motivate movement in attihide or 
action. Advertising techniques used to persuade consumers to buy are 
similar to those exploited in film by Pudovkin and Eisenstein; that is, 
tl-rey utilize the natural perceptual process of good continuation to com- 
plete a message along the lines laid down by the creative elements, so 
that the consumer sees the product use as fitting naturally within the 
setting, or they set up a cognitive dissonance that the consumer will 
resolve in favor of the product as the solution to the tension precipitated 
by the ad. 

When the whole comes together to create a single impression, 
tension is relaxed and a stable memory trace is formed. Ads where all 
the elements work toward a common resolve tend to be remembered, 
wlule ads where elements are vague, unrelated, or leading off into differ- 
ent directions go unnoticed or are easily forgotten.' Repetition is also a 
major factor in the "sell." As Zajonc and others have shown, almost any 
element repeated often enough will achieve acceptance and likability. 
The more we see an ad, the more disvosed we become toward the 
product. 

w- 
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Tension and Closure 

The perceptual tendency to complete the gestalt is what actively 
involves the viewer in the formation of the commercial message. 
Marlboro cigarette outdoor billboards, for example, sport a close-up of 
h e  head and shoulders of a rugged cowboy next to the large, red, verti- 

letters "b o r 0." The association of the cowboy with Marlboro ciga- 
rettes, begun by Leo Bun~ett in the 195_0s, is such a long-standing one 
tllat the reader easily fills in the "Marl" portion of the hrand'name men- 
tally, and the passive reader is instantly turned into q active participant ,- , -. *% 
in making the message. J & B Scotch several years ago began utilizing a 
similar advertising device around Christrnastime when it took clever 
advantage of both its trademark colors-red and green-and pop~llar 
Christmas carol lyrics to Link seasonal gift giving and party consumption 
to its brand. On a trademark green background are only two words, in 
bright red, with a brief sentence beneath comecting them to "holiday 
cheer": 

ingle 
ells 

The holidays aren't the same without J & B. 

This is the essence of what Marshall McLuh'm meant in his contro- 
versial theories on "hot" and 'icool" media. "Hot" media a l l o ~ ~ ~ e d  for little 
f i h g  in, where "cool" media forced viewer participation in the con~ple- 
tion of meaning. In art, McLuhan tells us that "spectator becomes artist in 
oriental art because he must supply all the connections.""I.n literature, the 
interaction of words and consequent mental images may be the result of 
similarly intricately planned designs: out of a seemingly infinite number 
of exacting choices, authors can produce exactly the right effect tl-irough 
suggestive imagery at the same time they evoke and utilize the experien- 
tial background of the perceiver to identify with characters and Lo 
amplify vicarious experience. This is the essence of I-Iemingway1s 
"iceberg" theory of writing, where the author depicts o ~ d y  the top eighth 
of the iceberg. The art, of course, hinges on the ability to maxin~ize reader 
response through the most minimal of stimuli-that is, omission. 111 A 
Moveable Fensf Hemingway commented that "you could omit anything if 
you knew that you omitted, and the omitted part would strengthen the 
story and make people feel more than they understood."' McLuhan, too, 
observed that we always perceive more than we understandi 

Because emotions tend to be diffused easily through the limbic 
system, in response to ads that force the viewer to make tlw connection 
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between the visualized gratifications and the advertised product, people 
may confuse the purchase of things with emotional satisfactions sought 
in other parts of their lives, and even feel better when they buy some- 
thing. When the overall image of the ad is powerful enough, it generates 
a gestalt "insight" in which the product is seen as the solution to the sug- 
gested problem. Thus when we go on to purchase the product, we actu- 
ally dofeel better about taking a step toward a solution, even if in reality 
it is an unproductive one. 

Creative advertising strategy therefore implies effective psycholog- 
ical targeting, tight artistic control of elements first to generate and then 
to relax tension, and a "hook" for emotional involvement. As the ad 
comes together perceptually, the forces at work form meaning intenvo- 
ven with the needs of the consumer. The effective ad reaches out, taps 
the consumer cognitively and emotionally, and seduces him or her into 
identifying with the product user. Each ad tells a story in wluch the 
product-as-hero transforms the consumer in some desirable way--such 
as being more competent, intelligent, or attractive-and projects the 
imagination into a desirable social context-usually one where the 
person using the product is sexually or socially desirable, personally at 
ease, and self-confident as a result of product use. 

Although such scenarios are often seen as manipulative, it is also 
important to recognize that advertising has no subversive monopoly on 
them. All effective communication reaches the individual both emotion- 
ally and cognitively in much the same way: the first rule of rhetoric is to 
win goodwill; the first step for motivating a person to any action is to 
invest them personally in the cause, subject or problem. One of the 
reasons advertising is so powerful an influence within the society is that 
it never forgets or takes for granted the emotionally involving side of the 
message and because its main tool is the visual image. 

.&.Y:+.- :tr 
- Advqt$ing at its most effective is therefore humanistic, speaking 
directly topeople about the things they care about, showing them 
sidply and clearly how the represented product or service will help 
them solve a pqticular problem or serve a particular need. The best ad 
people in the bbiness have always understood both this and the value 
of honesty and down-home integrity, and they have respected the intelli- 
gence and dignity of their target audiences. And for the most part, 
people have appreciated this, turning to advertisements ranging in scope 
from high-image consumer ads, to yellow page listings, to trade ads for 
information about new products, absorbing advertising into their lives 
as part of personal discussions and political campaigns. Consumers have 
even found some carnuaims inspirational-like the serialized New 

A - 
England Telephone campaign beginning in July of 1988, which featured 
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of an estranged father and daughter who gradually overcame 
their differences and spoke to each other at Christmas; or Bill Backer's 
now classic Coca-Cola "Hilltop Campaign," which expressed the multi- 
cultural ideal "to teach the world to sing in perfect harmony." Bill 
~ernbach, who was responsible for the best of the early Volkswagen ads, 
also understood this. "Nothing," he said, "is so powerful as an insight 
into human nature. "Iu 

The Big Idea 

Some ads like Backer's Coca-Cola ad hit you right away: they 
capture the imagination through a brilliantly executed Big Idea-the 
advertising counterpart of the archetfpal image. Although a "Big Idea" 
is difficult to define, we know it when we see it. David Ogdvy, founder 
of O@vy & Mather who himself generated a number of big ideas when 
he actively headed his own agency including the images of Manhattan 
Shirts' "Man with the EyePatch" and the Pepperidge Farm horse-drawn 
wagon, suggests that a Big Idea is one that is unique, makes other art 
directors and copywriters wish they had thought of it first, is in full 
accord with the product's marketing and creative strategy and can last 
for h.rty years?' 

Of the two divergent schools of thought about advertising; these 
men represent the ideal that advertising is an invaluable source of ' 

product information for the consumer, that creativity in advertiBing 
comes through howledge of and respect for the product and consumer, 
and that advertising is the primary lubricant that keeps the economy 
moving in response to consumer needs-promoting intelligent choice 
and spurring production efficiency through competition. What all of 
these three creative admen have had in conunon besides their communi- 
cation expertise is their refusal to misrepresent the truth or to use cheap 
shock value simply to call attention to their products. Ogilvy, for 
example, resigned the lucrative Rolls-Royce account when the company 
sent five hundred defecgve cars to the United States.Iz Bembach refused 
to take on cigarette advertising clients even though they wouid be 
clearly lucrative accounts because the product killed people. "All of us 
who professionally use the mass media," Bill Bembach said, "are the 
shapers of society. We can vulgarize that society. We can brutalize it. Or 
we can help lift it onto a higher le~el."'~ 

Yet advertising has a dark side, too. At its worst, it may use any 
and every device to call attention to its product-such as when Levi 
Slxauss recently placed a pair of $55 "Dockers" khaki pants under plastic 
shields in Manhattan bus shelters to kick off a n e w  campaign. q e  , , 
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message included along with them was "Apparently they werc very nice 
pants." Levi Strauss, according to Ad Age had even factored the cost of be 
expected vandalism into its campaign, they were so sure that the pants 
would be stolen. Gannett finally removed the Docker ads after accusations 
that Levi Strauss was deliberately trying to provoke criminal bel~~~vior,~q 

Advertising may exploit basic h q a n  needs by indirectly promis- 
ing human fulfillment through use of a product that may have the 
reverse effect- in reality-as in beer ads where everyone at the bar is 
apparently well liked by everyone else, having a wonderful time, and 
engaged in witty repartee-a myth that anyone who has refrained from 
alcohol for only one evening in barroom can dispel. Because the roman- 
tic images in liquor and cigarette advertising have such little basis in fact, 
advertisers go to even greater lengths to sanitize them. Rarely does 
anyone in a liquor, wine, or beer ad seem to already have drunk what is 
in front of them, even though we seem to join them in the middle of the 
party, and cigarette ads today rarely, if ever show smoke at all. 

Occasionally, advertisers borrow from a popular interest or from 
an exciting or deeply evocative human situation, exploitins sincere 
emotion in the service of banal goods. Or they may attempt to cash in on 
some of the most significant or profound aspects of our lives by associat- 
ing them with comparatively trivial product benefits. Under the guise of 
social protest, for example, Luciano Benetton has for years exploited free 
media publicity to subsidize Benetton in-house advertising through 
what it calls "social awareness" campaigns which deliberately provoke 
controversy by deliberately flouting convention and by tapping fears 
associated with violence, death and disease. In 1991, for example, 
Benetton ran ads featuring a baby girl right after her birth with umbilical 
cord still attached, a priest and a nun kissing, and an angelic white girl 
with blonde ringlets next to a black boy with his hair shaped like two 
horns. These images sparked controversy; however, controversy turned 
to outrage when Benetton ran ads around the time of the Gulf War that 
showed several rows of crosses in  a cemetery and then siiowed a 
soldier's bloody uniform as a commentary on the war in Bosnia in 1994. 

When the company sued several German retailers for nonpayment 
of merchandise and francluse fees, retailers countersued claiming that 
Benetton's controversial ad campaigns had destroyed their business, 
which they say had plunged 30% to 50% since 1992. One group of retail- 
ers estimated the number of Benetton outlets as dropping by aln-tost one- 
third as a result of the "tasteless ads."15 One German retailer posted a 
sign stating: "No Benetton-because we too condemn the scandalous 
ads with war, disease and death" after the windows of his four stores 
were spray-painted with slogans like "No ads with dead  soldier^."'^ 

v 
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~Yhile other suits against Benetton have been initiated world~vide, 
bcluding in the United States, in France a court awarded da~nages to an 
AIDS support association that claimed Benetton had exploited the 
disease by showing an actual AIDS victim surrounded by his grieving 
family at the moment of hi death. In the United States, where Bcnctton 
has 150 outlets and does roughly $100 million of the $2 billion world- 
)vide business," the company has reduced pricesmd change~l their atti- 
tude toward a more conservative one. In_ the process, their advertising 
copy clearly reveals a lingering iconoclastic adolescent appeal.'Copy for 
one ad, for example, reads: "Your best dress . . . the-.one your mother .- +.. ,:-, - =q: 
really hates, the one you wish you had in six other c'olors, the one you 

think you love more t h q  your boyfriend. But let's not get 
started on that one." 

Such examples give credibility to the view that advertising is really 
a potent economic force without a social conscience, which employs cfiec- 
tive communication tools to sell products people do not need; is dcdi- 
cated to artificially creating consumer demands; and is an~orally adept at 
substituting consumerism and product choice for meaningful social 
action and critical decision making. Without the creative ability to get thc 
product noticed in legitimate ways, advertisers often resort to borrowed 
interest and cheap psychological closure, hoping to perceptually associate 
their products with the basic needs they exploit. 

Embeds and SLbliminal Advertising 

Perennially one of the most interesting and controversial subjects 
has been "subliminal advertising." Several authors have in fact built 
careers on trying to convince people that mind control through images 
projected and perceived below the level of their conscious awareness not 
only works but also is widely practiced. Advertisers, i t  is clain~cd, ~nodify 
ice cubes to suggest little breasts and phalluses, or embed sexual orgies UI 

plates of clams. For the most part, the public has been receptive to the 
idea: A 1985 study by Block and Van den Bergh, for example, found Lhat 
although consumers are generally skeptical of subliminal technicl~~es 
used for positive ends like self-improvement, they are nevertheless "con- 
fident of subliminal advertising's effectiveness to sell  product^."'^ 

Ristorically, the public's concern dates primarily from a now dis- 
creditEd study by James M. Vicq-the person who claimed that as part 
of a six-week research experiment he tachistoscopically flashed on h e  
screen of a New Jersey movie theater the words "Drink Coca-Cola" ;u~d  
"Eat Popcorn" below the level of the audience's awareness (for 1 /.1,000th 
of a second every five seconds) during the screening of the film Picrlic. At 
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intermission, he claimed, patrons then rushed to the refreshment stand 
to consume statistically si@cant amounts of Coke (a 57.6% increase) 
and popcorn (an 18.8% increase). As a result of this claimed success, 
Vicary formed the Subliminal Projection Company whose purpose was 
to project "invisible commercials on TV and movie ~creens."'~ 

Although Vicary's claims were questioned at the time, a number of 
advertising agencies-much to their later embarrassment-initially 
hired him as a consultant. The study has since been labeled as patently 
fraudulent, however, as has his conviction that subliminal advertiskg 
would have its greatest impact on TV, since as  researchers Smith and 
Rogers have observed, current electronics make it "technologically 
impossible to project a television image faster than the human eye could 
per~eive."~" The standard television video display is refreshed 60 times 
per second, with only half the lines refreshed on each scan. This means 
that the minimal presentation interval of 33.3 ms would considerably 
exceed tachistoscopic times in most laboratory experiments, making the 
message detectable. As with print ads, if a message is added in such a 
way as to make its presence undetectable, either the message doesn't 

advertising-specific studies, completely supraliminal messages 

To be considered effective in advertising, researcher Sid Dudley sug- 
gests.6nessages "'must induce not just action, but the desired action from a 
Si@i=t number of consumed.? And it is just this that subliminal 
advertising studies have failed to do* terms of influencing choice, increas- 
ing sales, and promoting brand recall. , h e  preponderance of research has 
shown no evidence that subliminal stimulation can directly influence goal- ----- 
orienGdTeha~i~rz5 or that various subliminally embedded, sexually 
oriented stimuli in print materials influence consumer product preference.26 

One area where supraliminal advertising "embeds" have been 
particularly effective is in the planting of products within films, so that 
they become a natural affordance of character, as with the Ray-Ban 
Aviator sunglasses in the film Top Gtul. Earlier, in 1984, when Cruise 
starred in Risky Bzisiness wearing 1952-style Ray-Ban "Wayfarers," sales 
increased twenty times. Ray-Ban now places its glasses in 160 films 
and TV shows each year.27 Camel cigarettes are featured in Disney 
movies Who Framed Roger Rabbit (U.S.A., 1988) and Honey, I Slzrzlnk the 
Kids (U.S.A., 1989). In 1989, Philip Morris paid $350,000 to have Lark 
cigarettes featured in the James Bond film License to Kill (U.S.A., 1989), 
but the tobacco industry agreed to stop the practice in 1991 after the 
Federal Trade Commission began investigating whether the product 
placement violated a 1971 ban on broadcast tobacco advertising, since 
the film was also shown on television.= 

In other countries wherep cigarette advertising has been banned, 
more and more tobacco names have appeared on gear in films, and even 
on items such as record album covers. In the United States, the practice 
began as early as the 1930sIB but the power of such commercial product 
embeds became obvious only when, in E.T.--flze Extraterrestrial (U.S.A., 
1982), the film's protagonist Elliot shared some of the candy with the 
alien "E.T." Sales of Reese's Pieces candy subsequently soared 70 
percent. MAC & M e  quickly capitalized on the phenomenon, telling the 
story of an alien who befriends a crippled child and lives off Coca-Cola. 
In 1990, in Ghost, Patrick Swayze carries Reeboks; in Pretty Wommz, Julia 
Roberts drinks Diet Pepsi; in Home Alone the family flies American' 
Airlines and Nestle's "Juicy Juice" is f ea t~ red .~  

In an  ironic and unintentional reversal, in It Happened One Night 
(U.S.A., 1934), when Clark Gable took off his shirt to reveal a bare chest, 
men's undershirt sales reportedly dropped 40%.3' Clearly, star appeal 
and image have extraordinary power in influencing not only the psy- 
chology of viewers but also their pocketbooks as well. Advertisers today 
regularly pay for the privilege of having their products "hyped" in film. 

Effective manipulation in advertising therefore seems to come pri- 
marily through supraliminal perception coupled with lack of general . . . - . , , . , . - .  - --- 

I 

  Určeno pouze pro studijní účely  



consumer awareness that products are embedded in the story l~ne as ads. 
As Bargh has argued, however, the true sigruficance of sublin~inal effects 
lies in our lack of critical awareness of the ways in which 1l.c may be 
affected ~mconsciously by biases, w h e t h ~ p - s u i i a l l y  induced or not 
and then misattribute the source of our attitudes by assigning them to 
the person or thing itself rather than to pur own feelings. In tli? process, 
we further justdy prejudices as if they wkre trustworthy judgn;cnts, and 
these judgments in turn affect subsequent perceptual proces~ing.~' If, as 
some researchers have indicated subliminal perception is a visual, right- 
brain activity inconducive to verbal experiments, we may be p~rticularly 
susceptible to prejudice through visual pro~essing.'~ 

Ultimately, true subliminal conditioning may be acllitlved not 
through tachistoscopic flashings or pictorial embeds, but rather through 
supraliminal additions of products into the storyline or tluough visual 
manipulations such as color, camera angle, size, and distance. These 
impact our feelings about the subject without our necessarily being fully 
aware that the characteristics we seem to see in the person or p~oduct are 
really contained in the way the medium is manipulated. 

Advertising and Color 

Because color speaks immediately to our emotions and has such an 
intense effect on us, it, too, has become of primary interest to researchers, 
medical doctors, psychologists, and, of course, to advertisers searching 
for the most persuasive appeal. Merchandisers who wish shoppers to 
stay longer and buy more are particularly interested in the suhlirninal 
effects of color. A blue retail environment, for example, has been found to 
stimulate the inclination to shop, to browse and eventually to purchase, 
wide red invokes tension in shoppers and has the opposite effect.= 

Because yellow is also the color the eye registers most quickly, it 
11as been found to be a good choice for taxis and school buses-and it 
also makes heavy things seem and feel lighter. But too brigFL: ; yellow 
decor can cause anxiety, and in restaurants it can lead to more com- 
plaints to the chef. In restaurants decorated in red, people tend to eat 
faster than in blue-decorated ones, since bright red stimulates glandular 
activity and induces hunger. It is no coincidence that fast-food restau- 
rants are characteristically red and yellow. Green is relaxing, but ill- 
advised in restaurants because a green environment makes food look 
less appetizing unless it is in the form of natural plants. In packaging, 
however, it tends to connote freshness.== Chartreuse seems to be the 
most universally disliked shade of meen, associated with sickness and 

u .  

slime. 

In buying decisions, color becomes especially important bc~cn~~se 
tend to read the immediate image of the product as a ~vholc  

rather than the words on the label--cult~~rally, for example, green and 
orange colors on a carton have come to signify "orange juice"; a rcd and 
\vhite carton signifies whole milk, and a blue-and-~vhite carton skim 
milk.s When a milk carton is designed ~ I I  green and orange, Lhcrc ivill 
very likely be a number of disappointed shoppcr~~at home. Similarly, red 
and white cartons in the juice section of a supermarket am unlikely to 
sell well. Most shoppers go by color codes, especially in -logos and 
package designs that instantly signal the productdin-a kind of vis~ial ,hsi-Ept, 

shorthand. Any marketer who doesn't understand thi$shortly "pays the r- 

price" in loss of sales. 
This is why package designers h e  Alvin Schechter say that "Color 

isn't the most important thing; it's the only thing. . . . color goes immedi- 
ately to the psyche and can be a direct sales stimulus."" When Canada 
Dry sugar-free ginger ale changed from a red to a green-and-whitc can, 
for example, sales increased more than 25 percent. Presumably the green 
and white signaled a product with a more natural, laid-back taste.'$ 
When Barrelhead Sugar-Free Root Beer cans changed from blue to beige, 
people in taste tests insisted that the new stuff was more like good old- 
fashioned root beer in frosty mugs than the stuff in the blue can, even 
though the root beer was exactly the same?' 

Such examples show clearly that the selection and experience of n 
product can be as much a resulfiof mental image as of product content, 
and that much of this stimulation comes from color association and past 
experience. This is why package design is such an important part of 
marketing: it acts as point-of-purchase advertising that works its effect at 
precisely the point when the consumer is making a product choice. This 
choice, it seems, has very little to do with whether a person generally 
likes or prefers a particular color or design. Rather it has to do with how 
well the package design and color communicate an idealized image of 
the product experience contained within the package. Corona beer pro- 
vides an excellent example of the nuances of this aspect of product 
image. 

In the early 1980s, Corona beer, which had been the leading brand 
in Puerto Rico began losing its market share. Researdl into the pro~1~1ct 
and package showed that years before, the brewery had had a problem 
with leakage in its steel cans, and the image of the product as flat per- 
sisted long after the problem had been solved. In addition, as more 
United States products flooded the Puerto Rican market, the Singing 
Farmer logotype that graced the label tended to mark it as provincicll, 
something that apparently made it seem less desirable. Even Lhough in 
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blind taste tests the beer was rated extremely high, sales sagged. ~h~ 
marketing solution was to change the beer's overall image by switching 
to a l a u m  cans and redesigning the package to give it a more upbeat 
look. It worked, and record sales were achieved for the local brew. 

Three years later, however, as the market changed and sales 
flagged, a new romd of testing revealed that U.S. beer was being per- 
ceived as more full-bodied than Corona--despite the fact that, again in 
blind taste tests, drinkers still preferred Corona. The problem, it seemed, 
was not to give the beer but the can more  bod^" To do this, package 
designers added a deep red color to the basic design. The result was that 
in comparative taste tests-which included Corona beer in the old can, 
Corona beer in the new can, and the major U.S. c o m p e t i t i o ~ l - d r i i ~ ~  
were amazed at the improvement in the native beer: it was now just as 
full-bodied as the competition, and tasted much better than b e f ~ r e . ~  

This is why color, as one of the most important aspects of brand 
image, has come to be recognized as so important in packaLging. Some 
companies, in fad, have been able to claim exclusive rights to colors and 
color combinations in their product categories-such OwensCorning's 
pink insulation and Eastman Kodak's combination of yellow: black md 
red for film packaging. 

The Sex Sell: Women's Bodies and Normative Images 

Because the primary source of an ad's power lies in the perception 
of the viewer, exploitative advertising sometimes utilizes deep-seated 
fears or needs to sell products through evocative sexual or violent 
images. This technique is especially used in relation to parity products- 
that is, products that have little or nothing to differentiate them hom the 
competition in the marketplace-or when the product has little or no 

,&<% . tangible benefit to the consumer. By taking advantage of our perceptual 
*.,, - i  tendenc") Z; translate association into cause and effect, advertisers can 

tap the power of this imagery by presenting their products as ;LIT integral 
part of the solution to basic physical needs or social anxieties, even when 
such an association violates rational logic. When the target audience is in 
adolescence, when sexual and social insecurities are peak, self-confi- 
dence low, and peer pressure high, the approach appears to be particu- 
larly effective. 

Thus a product that seems to relieve the anxieties surrounding 
puberty, and at the same time enhance a natural egocentrism and emo- 
tional excitability, can exploit the adolescent's lack of experience simply 
by melding the product, ego, and sexual and social acceptability at the 
center of the ad's artificial world. "Jeans," for example, which were 

~ + ~ 4 ~ ~ . ~ " : ~ ~ < ~ ~ % 7 s : . ~ -  -, -- t.. '-+ ::, -.s.,-->??s. , " - I l r~~.5 i - - - -p ! - i i i  -- . - - ,  " ' ";;;--.""- ""' - "- , 
_ I - - _  1 . - - Pr2 

- 1 .' , - .,. . . , ... 

I Advertising Images 267 

rather unromantically called dungarees and used as heavy- 
duty work wear, have become associated through effective advertising 
with sexual gratification, and are primarily targeted to adolescents. 
Calvin Mein was the first to f l y  exploit this approach on a large scale 
when it launched a campaign for designer jeans in 1980 with Brooke 
shields as its celebrity attractor. In the ad, the seductive nymphet looks 
into the camera and asks: "Do you want to know what comes between 
me and my Calvins? Nothing." Sales response was immediate. So effec- 
tive was the approach that Klein launched a new fragrance, Obsession 
brand perfume, five years later using totally nude models and ambigu- 
ous group sex motifs in ads that returned $30,000,000 within ten months. 

Thereafter, such advertising became commonplace, and the ability 
of the innuendo sex sell to break k.ough the clutter diminished propor- 
tionately. This meant that Calvin Klein would have to escalate the sex 
and celebrity or find an alternative strategy. It chose to escalate. By 1992, 
for example, in the new Nau Yorker magazine Calvin Klein was running 
ads using music idol Markey Mark in Calvin Klein briefs and unzipped 
jeans straddled by a topless model also in Calvin Klein briefs and 
unzipped. But then the competition escalated, too. Diesel Jeans ran an ad 
of a model lying on a zebra skin, wearing only a black bra and jeans with 
fly flap fully open and no briefs, with the headline "How to control wild 
animals." Request Jeans launched a series of ads including a man and 
woman in bed together, and a fully nude woman in profile just clutching 
a pair of jeans to her nakid breasts. Guess Jeans meanwhile were 
showing models in haystacks with full cleavage with no jeans in the 
picture at all. Thus, all of this "sex sell" not only changed the jeans image 
to one of sexy attire, it also firmly established a sex image competition 
among brands. 

Inevitably by the time total nudity had been reached, this meant 
that the only place left to escalate into was perversity, and by 1995 Calvin 
Klein print and television ads had begun to take on the overt appearance 
of child pornography with images of scantily clad adolescents in sugges- 
tive poses. In Calvin Klein print ads, young girls were shown seated in 
short skirts with legs spread open or with hands cupped ready to appar- 
ently reveal already partially exposed breasts; in television ads, an off- 
camera voice asked a model to take off a shirt or a pair of pants. 
Although by this point public tolerance of the sex-sell in general had 
increased simply by virtue of its ubiquity, public ire was kindled by the 
use of sets typical of child pornography magazines and films and 
models who either were teenagers or looked like them. A variety of 
public voices, including citizen groups and a major column by Jeff 
Greenfield in The N m  York Tilnes decried the attempt to invoke the cheap 
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lasciviousness of pornography; and threats by child welfarc and reli- 
gious organizations to boycott stores finally caused Cal\.in Klein to 
cancel its campaign. 

The Campaign, originally slated to run through October, was can- 
celed in August of 1995, having run less than two months in print, on TV 
and on city buses. S11ortly.after its cancellation, the Federal Ijureau of 
Investigation announced plans to inveskigate the campaign, but dropped 
them when all models were shown to be within legal age range, and 
Uein ads proved to be just shy of the legal prohibition forbidding the 
actual display of genital and pubic areas. Calvin Klein had expected it 
all, including the fact that the controversy also predictably spurred 
product awareness. The extra publicity enhanced the product's icono- 
clastic aura, and therefore the psychological appeal to its young target 
market, sufficiently to boost sales considerably. h contrast, another less 
successful act of desperation to break through the clutter led Lee 
Authentic Clothing to introduce a spot in 1995 showing a yo~lng woman 
peeling off her clothes in front of her boyfriend and then diving into a 
lake. Because this was now run-of-the-mill s ~ f ,  however, they decided 
to run it in reverse action in order to get attention. 

The significance of such images lies not only in their lack of ethical 
creativity and their exploitation of psychological and social needs, but 
also in h e  normative power that the images exert on society as a whole 
and on adolescents in particular. Perhaps nothing makes this clearer than 
the steadily declining differences between "glamour" images in fashion 
photography and the images that adolescents choose for themselves in 
photographs. In a study of the contrasting images between fashion mag- 
azines and class photographs for high school yearbooks in the 
Minneapolis-St. Paul area, for example, photographer/professor Charles 
Lewis has found that from the mid-1980s onward-parallel to the intro- 
duction and growth in popularity of MTV-there has been a radical shift 
in the kinds of images that teens have requested of themselves in high 
school yearbooks-from the traditional full-face close-up iu a three- 
quarter or full-body pose, often in recline, surrounded with "their 
stuff"-like football helmets-around them. The focus of their eyes, he 
c>bscrves, has shifted from a straightforward, open look to a sideways 
glance suggestive of fashion glamour poses, and for the first time in class 
pictures, gels are being use to achieve a certain "look." 

He also points to other trends: the increasing digital placement of 
clilldren into photographs with their favorite cartoon characters, and 
portrait photography for adult women, mostly in their twenties and 
early thirties, as a kind of total experience involving complete "make- 
overs" of hair and make-up, with alcohol served during sittings. The 
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fulal photographic product, achieved with the sale of lingerie by pholog- 
rayhers themselves, resembles what has been traditionally viewed as 
~'boudoir photography," a kind of "soft-pom" approach to portrailurc. 
He concludes not only that consumers are taught what they should wLmt 
to look like and be by images in the marketplace, but also that there has 
been a steady increase i.11 the commodification of the self as well, in 
tllemes characterized by raw eroticism, focus on opulence, and fantasy." 

Such objectification and the placement of things and peoplc as 
parts in relation to one another, together Gith the "bloclring" or pmition 
of these elements within a given scene, are characteii5tic of the growing , I  - - ++ 
trend toward integration of the artificial image in t~-~ersona l  lives. l'hcse 
images suggest both a social and cu1:tural context in which "things" are 
of great importance, and a merging of traditional roles and personal 
images into commercially driven media templates. Erving Goffn~~m was 
one of the first to define the variety of codes derived from gender 
display. These codes, he believes, both reveal power d~aracteristics such 
as competence and control and also conventionalize tl~em through mass 
distribution. Women in advertisements, for example, arc often fo~~ni l  in 
"canting" positions (lowered head, lying prostrate with feet stretcllcd 
.out) such as dogs might assume to signal recognition and acceptance af 
others' dominance, a position that Lewis finds increasingly creeping into 
high school graduation photos. Any position that removes a person from 
readiness to act may be used to6signal submission a s  well, and tvhere 
~offm-an notes that women are ,Aften shown in product advertiscmcnts 
as leaning on men, slanding precariously with knees bent, lying prone, 
or in positions lower than men, Lewis finds that this now characterizes 
yearbook photos as well. 

Goffman notes that women are also shown more often wearing less 
serious expressions (smiling, covering the face, laughing) and attired in 
less serious costumes, indicating that they are playing at roles-not 
wearing clothes as part of a functional identity, which is characteristic of 
men. Like children, women are often shown sucking things, p~it t ing 
strange things k their mouths, and h a n b ~ ~ g  on, while men usually have 
both hands free to maneuver and stand or sit firn~ly. While traditionally, 
for example, soldiers and workers as images of power and authority are 
typically shown in low angle with eyes steadfastly fixed on a distant 
goal and feet solidly planted, ready for action, American advertisements 
of women rarely if ever portray them in this fashion. Women's 11mLis 
tend to caress; men's to grasp firmly. Men teach, act, and show; women 
listen, languish, and appear to drift mentally." All of this, Goffmm's 
argument implies, adds up to a com~ercially manufactured image that 
is so culturally pervasive that it becomes not only a11 internalized mental 
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measure of normative role behavior for the society but alsi:~ a kind of 

gender propaganda to perpetuate it as well. 
Marxist critic John Berger suggests, too, that advertising images 

have a solid historical foundation in the world of art where typicay 
"men act" and "women ap~ear . "~  "This unequal relationship," he states, 
"is so deeply embedded iri our culture that it still structures the con- 
sciousness of many women."& So much so, in fact, that they s.ssess their 
own worth as people by how men perceive them and inccl.porate the 
perspective of the male gaze into all that they survey and see in them- 
selves. "The 'ideal' spectator," Berger says, "is always ass~~med to be 
male and the image of the woman is designed to flatter him."45 

According to Naomi Wolf, advertising imagery is largeiy responsi- 
ble for this by creating a generalized atmosphere that is both absorbed 
by women from their earliest age and reinforced by judicial process. 

- Although the feminist movement did much to improve awareness of the 
situation, the boomerang rebound against it (discussed ext~l-isively by 
Susan Faludi in Backlash), Wolf believes, has resulted in an oppressive 
mood and a reemphasis on beauty that has political overtones as well. 
According to Wolf, "The backlash is all the more oppressive because the 
source of the suffocation is so diffuse as to be invisible,"16 but its presence 
is keenly felt. Research shows, for example, that women's self-esteem is 
appreciably lowered after repeated exposure to idealized images in 
fashion magazines. These images, which are digitally manipulated to 
create even more unrealistic bodies and features, many femi4st critics 
agree, emphasize make-up and a cult of thinness at the expense of both 
mental and physical health. 

According to Wolf, professional beauty qualification (PBQ) has 
also become widely institutionalized as a criterion for hiring and pro- 
moting women. Citing television journalism as typical, Wolf describes a 
"double~image-the older man, lined and distinguished, seated beside 

; ,- a nubile>heavily made-up female junior-which has become the para- 
d i p  for the relationship between men and women in the wurkplace."" 
By the 1980~~  the news man was a fully defined individual whose aging 
gained him prestige; the newswoman, however, was only an appear- 
ance chosen first for youth and beauty and then trained in delivery 
skills. By 1991 women news anchors were twenty years younger and 
paid 23 percent less than their male co~nterparts.'~ What this ultimately 
translates into, according to Wolf, is that for men individuality and 
maturity is power, but for the female "anchorclone," generic replace- 
ment is the inevitable result of aging and e~perience."~ As young women 
increasingly equate beauty with the anorectic image projected by 

. . I models (who average 23 percent leaner than the average wou~an), and 
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th~refore become increasingly dissatisfied with their own image, they 
fal. victim to anorexia nervosa and bulimia. 

Although eating disorders were thought to be relatively rare before 
the 1970s, with the onset of a new fashion image in the late 1960s and 
early 1970s, a variety of eating disorders began to surface, particularly 
bulimia and anorexia. By the 1980s, numbers had reached alarming pro- 
portions. One 1992 study, a repeat of one done a decade earlier, involved 
a group of 800 women and 400 men at a selective northeastern univer- 
sity. Testing for factors including drive for thinness, bulimia, maturity 
fears, perfectionism, and interpersonal mistrust, the study found that 
body dissatisfaction and the desire to lose weight were still the norm for 
more than 70 percent of young wonien, with 1 in 10 of them reporting 
lJsymptoms that would represent clinical or nearly clinical eating disor- 
ders."" Anorexia and bulimia can be as physically addicting and deadly 
as nicotine for some women, yet it is clearly glamorized in the world of 
marketing and ad~ertising.~' 

Plato believed that the nonnative image, which revealed the ideal 
to our minds, was our remaining sense of a perfect world left behind at 
birth. Today this normative image tends to be developed through media. 
'In such an artificial world, appearance is everything: going out without 
make-up is equated to literally with going out without one's "face" on, 
and perpetual hunger is common. Even legally, the beauty porm is well- 
established: some federal judges have upheld the right of employers to 
set appearance standards a s  criteria for employment. "No woman is so 
beautiful" according to Wolf, "that she can be confident of surviving a 
new judicial process that submits the victim to an ordeal familiar to 
women from other trials: looking her up and down to see how what 
happened to her is her own fault."% 

One particularly chiUing story which illustrates the inherent power 
of this "beauty myth" is told by Mary Kay Ash, founder of Mary Kay 
Cosmetics, in her autobiography Mary Kay. The story is chilling for two 
reasons: first because of the bizarre reasoning involved, and second 
because Mary Kay herself uses the subject as an example of "success" to 
be emulated. In the story, a Mary Kay Cosmetics sales representative and 
former model is told that she may go blind. If she has an operation right 
away, she will have a 50 percent chance of sight, but if she waits, she will 
gradually lose her sight: until it vanishes completely. Incredibly, the 
woman opts for certain blindness because "the thought of being unable 
to do her hair and make up her face was unbearableIuu and the interim 
could give her the time she needs to learn to put on her make-up cor- 
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keenly.) At the time of Mary Kay's writing, the woman l v a ,  blind, but 
impeccably rouged and lipsticked, selling Mary Kay cosmetics from jars 
marked in Braille. The importance of the external normative image was 
so strong that faced with the choice of life 'without "her face" ijr living in 
perpetual darkness, she chose to be seen rather than to see. 

The Sex Sell: Men a&d Their Machines 

It has also often been pointed out that a parallel cult~~ral  preoccu. 
pation with image exists between American men and their cars. S, 1. 
Hayakawa comments, for example, that "the automobile is certainly one 
of the most important nonlinguistic symbols in American culture," that 
"it is one of our ways of telling others who we are," that automakers are 
the "grammarians of this nonverbal 'language."'u Although i t  is proba- 
bly more accurate to say that advertising agencies are the grammarians 
in this "language," Hayakawa's point is well taken in terms of the inor- 
dinate influence of advertising in general' on cultural value:;, attitudes, 
and lifestyles, and of car advertising in particular in relation to personal 
preoccupations with speed and power. In his classic essay "Sexual 
Fantasy and the 1957 Car," Hayakawa states wryly that by 1957 the auto- 
mobile industry had apparently decided that transportation was only a 
secondary reason for buying a car, and that its primary function was to 
allay "men's sexual an~ieties."~~ Hayakawa found evidence for this in 
excessive horsepower allowing for speeds up to 125 miles per hour, 
rocket ship styling that suggested a Freudian impotence, and the sacri- 
fice of "all else-common sense, efficiency, economy, safety, dignity, and 
especially beauty-to psychosexual wish f~lfillrnent."~" 

Although today's cars no longer sport the giant fins of the 1957 
Plymouth Fury, and motivational researchers have become more reality- 
oriented in terms of mileage, the car today still remains a significant part 
of our own advertising of who we are, and perhaps it is not too far a 
stretch to suggest a mythical connection between it and the wings of 
Icarus as a symbol of freedom and power. It is also a symbol that over- 
laps sign categories and exists among all economic levels: as an icon in a 
car ad, the car looks like what it is; as an indexical sign, it is associated 
with travel, new places, and new experiences; and as a symbol, particu- 
larly in terms of sexual potency, it transforms the power associated with 
the machine in the last century into the power of the individual. 

In 1900, Henry Adarns saw in the dynamos at the World's Fair a 
symbol of infinity and "began to feel the fortv-foot dynamos as a moral 
force, m~lch as early ~hristi& felt the cr0ss."5~it seem& to him that "man 
had translated hinself into a universe which had no common srnle of mea- 

surement with the old"58 and that this new power had taken the place of 
b e  productive spiritual power symbolized by the Virgin and expressed in 
fie great European cathedrals, built by successive generations of men. In 
the 1920s, F. Scott Fitzgerald saw similarly in the prohferation of UIC autcr 
mobile a dynamic force that had ifievocably altered the social order and the 
ivay people interacted with their environment and with each other. 
Spirituality had dissolved into a "pathetic wistfu.h~ess," and the world had 
no more outposts "to grasp his imagination;" Yet in fifteen minutes, anyone 
could be out of sight.% From its beginning a mere mechaGni, the auto- 
n~obile grew into a n  image that ~dtimately transformed the whole of Li~e ,;'. ,, ,;,, 

-1ic 
society with its power, but left it nowhere to go. At least part of th6 s~iccess 
of Fitzgerald's Gabby as  a literary sykbol derives from the polver of Lhe 
automobile as a cultural symbol of success and its ironic personal empti- 
ness. In Sassure's terms, the automobile now presents itself as a signifier 
tvithout the signified, a symbol of freedom without its possibility. As 
Barthes has observed, "The sign is ambiguous: it remains on the surface, 
yet does not for all that give up the attempt to pass itself off as deptl~.""' 
Tellingly, automobiles in advertisements aimed at youth and middle 
income fantasizers are rarely still and usually focus on the journey and on 
speed, sports handling, or the power to handle rugged terrain. 

In upscale cars, the appeal comes through the status of "11~1ving 
arrived," and these are often treated as if they were works of art, station- 
ary and lit for viewing. David Ogilvy for example is credited with intro- 
ducing Rolls-Royce as a via6le American choice and later with 
increasing Mercedes-Benz sales fourfold through his advertising through 
print ads designed to capture upscale interest and prestige. Ncilher of 
Ogdvy's famous ads suggests speed, toughness, or handling, but rather 
artistic workmanship. The Rolls ad, for example, shows a one-third page 
illustration of a gleaming car with the headline "At 60 miles an hour Lt~e 
loudest noise in this new Rolls-Royce comes from the electric clock," and 
the Mercedes headline reads: "You give up things when you buy the 
Mercedes-Benz 2305. Things like rattles, rust, and shabby workman- 
ship." Both ads are very heavy on copy, featuring carefully chosen engi- 
neering and synecdochic details which, Like the electric clock, suggest fnr 
more than themselves alone. A master at his craft, Ogilvy always I o ~ u ~ d  
the precise line of detail that would suggest the whole and create an 
emotionally loaded and vivid personality image in his reader's mind. 

Joe Camel and the Marlboro Man: Images that Kill 

According the Center for Disease Control, over 430,000 pcople riir 
every year of tobacco-related causes-well over 1,000 people a day. After 
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years of debate over the possibility of banning tobacco ads altogether, 
with Tobacco companies continually winning the legislative battle as 
well as the battle for new smokers, President Clinton in August 1995 
gave the federal Food and Drug Administration the go-ahead to assert 
regulatory power over tobacco, primarily as a drug delivery system for 
nicotine. As the reasons for his decision, he stated that 'When Joe Camel 
tells young people that smoking is cool, when billboards tell adolescents 
that cigarettes may make them thin and glamorous, then our children 
need our wisdom and our experience." The initiative recognized that 
nicotine addiction is a pediatric disease, and that nicotine is an essential 
design feature of ciga~ttes.~' 

In the United States, approximately one billion packs of cigare~es 
are sold annually to children under eighteen years of age.@ The World 
Health Organization estimates that worldwide, of adolescents who 
continue to smoke, "half will be killed by tobacco . . . 200 million to 
300 million children and adolescents under twenty currently alive [d 
be] eventually killed by tobac~o."~ 

First believed to have curative powers, tobacco was intro&ced 
into Jamestown, Virginia, in 1612. By the end of the eighteenth c e n w  
tobacco was firmly entrenched a s  a plantation crop, and by the end of 
the nineteenth century, both the mass production of cigarettes and cam- 
paigns against smoking had begun. By the 1920s, however, cigarette 
sales had also reached $1 billion a year, primarily because of the impetus 
given the tobacco industry when cigarettes were included in soldiers1 
rations in World War I. 

By the end of the 1930s, scientists knew of the major health risks, 
but it was not until 1964 that U.S. Surgeon General Luther Terry publicly 
confirmed the link between tobacco, cancer, heart disease, and other 
serious illness. In what many believe was the beginning of several mis- 

&;. ;, - guidedkfforts to curb the industry, warning labels were required in 1966 
(giving tobacco companies the legal defense implied by assumption of 
the risk and seemingly absolving them from further disclosure on 
hannful effects). In 1971 a legislative ban on radio and television adver- 
tising of cigarettes was enacted (this relieved tobacco companies of pro- 
ducing antismoking ads under the Fairness Doctrine). In 1986, the U.S. 
Surgeon General declared second hand smoke to be dangerous, and in 
1993 the Environmental Protection Agency followed suit, declaring it to 
be a general health hazard. 

In 1988, when the U.S. Surgeon General declared nicotine to be 
addictive, tobacco companies denied it. Appealing to the Constitution's 
First Amendment "freedom of speech" guarantee (exclusively sponsor- 
ing the 200th anniversary of the BiU of Righk in 1989, for example) artd 
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with arguments that their advertisements contain important information 
for the potential consumer, tobacco companies continued to outwardly 
deny the validity of studies linking cigarettes to nicotine addiction and 
to cancer and other health risks. Yet beginning in 1994, internal docu- 
ments from the tobacco industry began to emerge that belied this, 
showing that addictive levels of nicotine had been deliberately manipu- 
lated. By the 1 9 6 0 ~ ~  documents revealed, top Brown and Williamson and 
other tobacco executives knew that nicotine was addictive and that their 
own laboratory experiments showed that cigarettes cause cancer. Brown 
and Williamson subsequently conspired to misrepresent its own suppos- 
edly independent research findings by funneling damaging research 

throujh its lawyers, who wire bound by attorney-client privi- 
lege, and by disposing of damaging documents from their own 

Such documents lend insight into the question of why people have 
started to smoke and continued to smoke even while knowing the 
dangers of it. Because tobacco's capacity for addiction is apparently 
stronger than cocaine or heroin; tobacco companies knew that they had 
to lure people into smoking before they fully realized they would 
become addicted, and that they had to counteract growing rational 
awareness with emotional appeals, primarily through alluring visual 
imagery. Because minors tend to smoke heavily advertised brands, and 
relatively few people switcki brands, they also knew that i f  they could 
capture young smokers, they could retain brand-loyal smokers for the 
rest of their lives. Most smokers become addicted to cigarettes when 
they are minors,ffi and if people do not start smoking by the time they are 
eighteen or nineteen years old, the probability is they will not start at all. 
Recent studies by the University of California, San Diego cancer and 
control program, clearly establish the association between tobacco mar- 
keting and youth smoking. Young people axe especially susceptible to 
marketing, particularly to advertising images. 

Youngsters, for example, who could name a favorite cigarette ad - 
such as the Joe Camel sartoon, or owned a Marlboro T-shirt, were found 
to be nearly four times as likely to smoke as other young~ters.~'  
Introduced by R J. Reynolds in 1913, Camel cigarettes did not change its 
image until 1987, when it first introduced Joe Camel and the "smooth 
character" campaign. When it did, the campaign was embraced by chil- 
dren: In 1991, three articles appearing in Journal of tlze American Meclical 
Association (TAMA) revealed that approximately 30 percent of 3-year-old 

, children and 91.3 percent of 6-year-old children correctly matched a 
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Camels was also the brand of choice among 12-17-year-old males and 
the most named brand among 12-13-year-0lds.~~ 

The campaign turned the brand around, making it the number 6 
brand in the $40 billion annual market. It also showed a disproportionate 
influence on smokers under 18 years of age, whose choice of Camel ciga- 
rettes jumped from .5 percent to 32.8 percent within tlu-ee vears of the 

Ic start of the ~ampaign.7~ 
Both Camel and Marlboro brands have appeared regularly in fb, 

on billboards, in promotional displays at youth-oriented events, in sport- 
ing events on television, and in personal paraphernalia such as T-shh, 
posters, and caps. Their logos appear on video kcade games, childrents 
toys, and candy products?' The repetition of these images-namely of the 
trade characters "Old Joe" Camel and the Marlboro Man-goes a long- 
way in explaining why children and teenage= make up 90 percent of 
new ~rnokers .~  When they do become smokers, 90 percent become per- 
sistent daily users, and 55 percent become d e ~ e n d e n t . ~  

Cigarette advertising, like advertising for jeans, relies almost totally 
on visual images, repetition, and adolescent psychological appeals. Joe 
Camel, for example, as a cartoon trade character perennially surrounded 
by cartoon females and at the center of everyone's attention and admira- 
tion, has been inordinately successful. As a discussed in Chapter 2, we 
give cartoons life by f i g  them up with ourselves, giving them power 
through our own identification with them and through the shared sense 
of experience which the ubiquitous images of advertising provides. 

Astride a motorcycle or lounging in "cool" settings such as bars, 
jazz combos, and tropical beaches, the Bogart-Blues Brothers-Brando- 
on-a-motorcycle-James Dean-like camel always has a cigarette hanging 
from his lip or held prominently but casually between his fingers. 
Drawn from the original camel logo on the pack, the trade character has 
an added adolescent smugness and a self-conscious virility in his 
cartoon transformation that the original realistic camel on the pack lacks 
since it is merely an animal in the desert. Unlike the original, the cartoon 
"Old Joe" wears and uses "gear" that the smoker with "camel cash" 
coupons can also order from a hard goods catalog. The catalog features 
items like sunglasses, lighters, cards, T-shirts, and a Sony Discern CD 
player. 

Some critics have even suggested an uncannily close physical 
resemblance between Joe's face and male genitalia-an accusation that R 
J. Reynolds denies. Villnge Voice critic Leslie Savan insightfully comments 
that "The double messagc-it's a dick; nope, it's a camel-c;m be far 
more potent than explicit sex or explicit wholesomeness."i4 Perceptual 

A ,  

ambiguity, like the "Face-or-vase" i d  ',My Wife or My Mother-in-Law" 
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images discussed in Chapter 1, can be extremely effective dcviccs for 
grabbing a r d  holding attention. 

Just as Freud suggested that the processes of condensation and dis- 
placement are used by the psyche to evade its censor, so, too, cigarette 
advertisers have used apparently inoffensive yet syntbolicnlly loaded 
images to evade legislative censure. The positive illustration "con- 
denses" the logically disparate images of cigarette smoking and social- 
sexual behavior into a single, emotionally persuasive image, while the 
cigarette "displaces" explicit sexual referents. The resultink message? 
Smoking is a socially positive, sexy act. 

* 
" ?&- 3' - .&*41*:w, -+ 

Because much of visual communication takes place almost instan- 
taneously at the subconscious and ehotional level, and because approxi- 
mately 98 percent of typical cigarette ad space is occupied by a posilive 
image, the primary impact of the message is felt visually and emotion- . 
ally rather than verbally and rationally. The mandatory cigarette 
lvaming label is placed outside of the scene, a "tack-on" of verbiage in 
an otherwise visual narrative. Visual design elements invariably clraw 
the eye away from it, and its own verbal format renders it once removcci 
from the immediate world of the image. (Would the effect be the same, 
e.g., if the verbal warning were replaced by an inset yictllle of diseased 
lungs?) 

The social image of tobacco in advertising is thus the reverse of its 
true physical picture. Recognizpg that consumers read visual language 
more quickly and easily than verbal lanpage, and that youthful con- 
sumers-like adult consumers-block out negative messages in favor of 
positive messages, advertisers and their agency representatives have tra- 
ditionally played a psychological and semantic game with legislators and 
the public in order to keep profits high. Through images of Old Joe sur- 
rounded by admiring females in "cool" settings, and thr0~1g11 the archc- 
typal mythic appeal of the independent cowboy, tobacco companies have 
succeeded in seducing potential smokers while they are children and 
adolescents. 

Although cigarette manufacturers still deny that they are 
attempting to appeal to children, and advertising agencies with ciga- 
rette accounts have traditionally attempted to defend their product 
messages by saying they were directed only at persuading existing 
adult smokers to switch brands, the facts seem to belie both statements. 
Only about 10 percent of smokers change their brand !n any given 
year, yet the year of Old Joe's introduction, the tobacco industry spenL 
$3.27 billion on cigarette advertising and promotions-n figure niuch 
larger than would be warranted by brand s~vitclting.~' The canpaign 
was also a failure in appealing to adults, but not to children. Studics 
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show that the Old Joe Camel cartoon is much more successf~~! at mar- 
keting Camel cigarettes to children who think the Joe Camel ads look 
"cool," than to adults for whom the "Joe Camelrr character his far less 
a~peal.7~ 

Although Joe Camel character has become of primary interest 
because of its appeal to child;en, no archetypal advertising s j  rnbol has 
had the total impact nor lasted longer than the Marlboro Man. ,The first 
filtered cigarette launched in the U.S., in the 1930s Marlboro rvas first 
positioned as a woman's cigarette when men were smoking noddter 
brands. The positioning was changed, however, because more men 
smoked than women, and Philip Morris realized that it had neglected a 
prime market-"post-adolescent kids who were just beginning to smoke 
as a way of declaring their independence from their parents."" 

Fashioned by Leo Burnett in concert with Jack Landry of Philip 
Morris in 1955, according to Meyers, the Marlboro Man was tht! result of 
"months trying to come up with the right image to capture the youth 
market's fancy. At last it latched onto the concept of the weathered- 
looking cowboy riding off into the sunset-a perfect symbol of indepen- 
dence and individualistic rebellion."'" According to Burnett, the 
Marlboro man was designed to "sell flavor in the cigarette, masculinity 
in the smoker," and although the concept originally was devised with 
various roles including a stevedore, a miner, and a truck driver, the 
cowboy was chosen because it was an archetypal image which thou- 
sands of westerns, fact and folklore had reinforced: "the ultimate man's 
and woman's man."" 

The image of the Marlboro Man fit Leo Burnett's advertismg con- 
victions perfectly, for like Jung, he believed that the most effective 
images have an appeal deep in the psyche: "The most powerful advertis- 
ing ideas are non-verbal, and take the form of statements with visual 

4&.!rl-i+ - ,,. qualities qade  by archetypes. Their true meanings lie too deep for 
w ~ r d s . " ~  The immediate success and the enduring quality of the image 
h d  borne him out: theMarlboro Cowboy took the brand from seventh 
position in the-United States to first position in the world-a position 
which it has retained for forty years. In Nigeria, the cowboy is black; in 
Australia, he is in the outback; in Hong Kong, he is a ranch owner, but 
everywhere in the world the Marlboro Man has retained the same look, 
personality, and same profound archetypal appeal. In the JAMA studies, 
Marlboro was the brand most frequently narned in aU male adolescent 
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their inherent power. Because such images are stable and resistant to 
contrary messages, according to Boulding, "change will be slow no 
matter how swiftly the messages themselves course through the chan- 
nels of c~mmunication."~~ Because advertisers like Leo Bumett have 
been so adept at creating such commercial archetypes-as evidenced by 
the appeal of Bumett's Tony the Tiger, Charlie Tuna, the Jolly Green 
Giant, the Piusbury Doughboy, and Morris the Cat-the staying power 
of these images is not easily undone. 

One of the most visually intelligent men in the advertising indus- 
try, Leo Burnett understood the power of the visual image and advised 
his creative teams to mine the archetypal power within the image to 
appeal to the deepest part of the corGumer psyche: 

a strong man on horseback, a benevolent giant, a playful tiger. The 
richest source of these archetypes is to be found at the roots of our 
culture-in history, mythology and folklore. Somewhere in every 
product are the seeds of a drama which best expresses that 
product's value to the consumer. Finding and staging this inherent 
drama offhe producf is the creative person's most important task: Do 
not lean on tricks, devices or "techniques." Keep the advertising 
relevant-shun irrelevant approaches in headlimes and illustra- 
tions, no matter how clever they are.83 

I 

Conclusion 

Visual language is more concise and more easily and quickly 
processed than verbal language, and the best "ueatives" in advertising 
have been quick to seize on the value of images in reaching their poten- 
tial consumers. Effective advertising visuals not only stop the viewer but 
also begin the communication process by simplifying the product 
message to its most quickly and easily understood form. Advertising 
images thus act as condensed cultural symbols, visually reduced state- 
ments that suggest a sfpryline that targeted consumers complete in their 
own imaginations, with themselves as the leading character, although 
sigruficantly the product remains the hero. As such, they represent the 
epitome of the dynamic concepts of gestalt simplification, Gibsonian 
affordance, and perceptual closure. 

Within the buyjng dynamic, consumers are both product users and 
self-identification seekers, buying products and services which are not 
only useful to them but which, in being used, also confirm self~image. In 
turn, their product use sends out meaningful messages to others about - - 
themselves: a ae@+-bfmd-ofbAls j g q  -%- _effcsti"gly position itself . -.-- -- - 
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The nation that expects to be ignorant and free expects what never can 
and never will be. 

-Thomas Jefferson 

Perhaps no single group has been more involved w i h  iinage at a11 
of its levels of sigrufication than politicians-from the public co~~ccption 
of who the person is and what he or she "stands for," to the carefully con- 
structed images disseminated to the media as "news," to h e  archetypal 
and nationalistic imagery used in political ads. Political imagery, in fact, 
cuts horizontally across the vertical currents of public ~la t ions ,  advertis- 
ing, and propaganda. Nowhere iq this more apparent than in the ~olitical 
images surrounding presidential-campaigns, propaganda, war. 

Hill and Knowlton's PR War Effort 

The G d  War in which America interceded against Iraq on behalf 
of Kuwait in 1991 provides a variety of exan~ples of how images can be 
particularly effective in emotionally moving mass audiences thr0~1g11 
visual stories, and in functioning as political rhetoric to manipulate 
public sentiment and influence foreign policy, In war, images are particu- 
larly crucial in defining the reasons for becoming involved, for rallying 
the support of the nation and maintaining morale, and for motivating 
soldiers to kill or die. All wars depend heavily on imagery for their 
maintenance and support. 

For most Americans raised in a predominantly Judeo-Christiall 
culture, the Middle East is a political and social enigma. When Iraq 
invaded Kuwait in Auaust 1990, few Americans understood the basic " 
issues of the conflict, yet they supported America's intervention in it. 
Watching key televised events, they believed they were sccing history 
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unfolding and they trusted their eyes and hearts in interpreting and 
understanding it. Yet much of what they saw and understood was 
manipulated for effect: 

In 1990, for example, an anonymous Kuwaiti refugee named 
"Nayirah" delivered an emotional appeal before a congressional caucus 
hearing, a news event that moved the nation to moral outrage. She had 
personally witnessed a number of atrocities in Kuwait when Iraqi troops 
invaded, she said, but one image that she used was particularly corn- 
pelling: in one hospital, newborn babies were tom away from their hcu- 
bators and left to die. It was a powerful image, described with tearful 
sincerity. Those who did not see and hear her testimony as it was given 
caught it on the evening news, and most newspapers immediately fea- 
tured her story in the most prominent way It thus reverberated through 
the American society, President Bush used it as a touchStone symbol of 
inhuman depravity in several of his speeches on the war and on Saddam 
Hussein. 

That November, as the United Nations was debating the use of 
force against Iraq to drive its forces out of Kuwait, another young 
woman, Fatima Fahed, testified to other atrocities, giving detailed first- 
hand accounts of the horrors inflicted there by the Iraqis. Again, the 
nation was moved by the stories and the attractive young woman. 
Videotapes taken before the U.S.-led invasion showed other morally 
repugnant actions, as when apparently peaceful Kuwaiti demonstrators 
were openly fired on by Iraqi troops. 

What was sigruficant about all of these news events is that none of it 
was what it seemed. In truth, the New York Public Relations firm of Hill 
and Knowlton had been hired by an organization called "Citizens for a 
Free Kuwait," funded primarily by the Emir of Kuwait specifically to 
develop support for American and United Nations (U.N.) intervention. 

$&- ,/- 
Accord& to subsequent revelations by John R MacArthur in the Nm York 
linzes, Qorgan S h n g  in TV Guide, ABC's 20/LO, and CBS's 60 Minutes, I-fill 

- ,and Knowlton on behalf of their client had scripted, cosiu~ed,  and 
rehearsed the fictional scenarios with the two women in order to incite 
the Americah public indignation: Nayirah in reality was the daughter of 
Kuwait's ambassador, and Fatima Fahed was the wife of Kuwait's minis- 
ter of planning and a practiced Kuwaiti TV personality. Videotape 
footage shot inside Kuwait was recontextualized to make Iraqis appear to 
be the aggressors when the reverse apparently was true in the particular 
situations recorded. Although none of this suggests that Iraqis committed 
no atrocities, what it does suggest is that much of the support for the Gulf 
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Another one of the things that made this war unusual was that it 
was the first fully televised one. Although reporters extensively covered 
the Vietnam war on television, for example, the coverage rarely was live, 
and it was not continuous. In the GuU War, however, CNN gave continu- 
ous 24-hour coverage, and as a result, viewers gained a false sense of 
seeing what was really happening and came to believe certain ideas that 
had no foundation in reality. 

After the war began, the engineering of television imagery reverted 
to the military, which according to Reagan image-maker Michael Deaver, 
was a masterful "combination of Lawrence of Arabia and Star Wars."' 
The entire war lasted four weeks, cost the American public $61 billion 
and, according to secret reports andra Red Cross estimate, the lives of up 
to 200,000 Iraqi and 150 U.S. soldiers? People were glued to their TV sets 
for hours on end, even when coverage consisted of only small blips on 
the screen, trusting that what they heard was true. One of the images 
that seemed to epitomize the war to many people was the image of a 
bomb being accurately placed down a target chimney. It was replayed 
again and again on CNN, which achieved its highest ratings ever, reach- 
ing up to almost 11 million homes during television primetime. 

On TV, it seemed that the American combat technology was 
unbeatable: we could put our bombs exactly where they were meant to 
go, and this implied a clean technowar closer to the kind played in video 
games than in real life.' Video technology, was, in fact, an important part 
of what has been dubbed by media critics as "The Nintendo War" both 
because the war coverage, with simulations filliig in for true action, ' 

made it look that way, and because soldiers fighting in the war saw their ; 
experiences within this context. While research by Morgan, Lewis, and 
Jhally showed that heavy viewers were more inclined to believe that 
"the war was being fought cleanly and efficiently with smart bombs that 
were damaging only  building^,"^ in reality, of the 88,500 tons of bombs 
dropped, 70 percent missed their targets.6 

In fact, the more people watched, the researchers found, the less 
they understood about what they were seeing or even about the basic 
issues that caused th6 war in the first place. Although heavy viewers 
were likely to h o w  the names of the chief players and the weapons in 
the war, such as Joint Chiefs chairman General Colin Powell and General 
Norman Schwarzkopf, and the name of the "Patriot" missile, for 
example, they were also more likely to mistakenly believe that Kuwait 
was a democracy before the war. They were also less likely to know that 
the United States had sided with Iraq in the Iran-Iraq war, or that the 
United States had told Iraq before the invasion that there would be no 
rzunificatio- if it invaded Kuwait.7 
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Much of this was the result of tight military control that not only 
censored reports but also restricted journalists' freedom to visit the front, 
to talk to troops, or to see war damage without military escort.8 
Journalists from nonparticipating countries found it difficult or impossi- 
ble to get visas, pools were established so that the total number of jour- 
nalists allowed access to information was severely curtailed, reports 
were censored and had to be distributed f6r common use, and journal- 
ists who attempted to step outside the rules faced loss of credentials and 
deportation.' According to communication researcher Nohrstedt, the 
result was media coverage that fulfilled only military and propagandis- 
tic aims but that lacked any tangible evidence of human suffering: 
"There was no body count as in Vietnam, and the image of a clinical, 
computerized war, which glorified the technological superiority of the 
alliance, penetrated all media."'" 

Although some military criticism was directed at reporter Peter . 
Amett's coverage of the bombings of what Amett called a baby-formula 
factory (which the military called a production facility for biological 
weapons) and a civilian bomb shelter (which the military identified as 
an underground military command center)," what the public saw for the 
most part was a steady stream of computer simulations of the action, 
live-action "smart bombs" apparently hitting their targets, and inter- 
views with military strategists. 

What the public did not see, however, was combat itself, the resolu- 
tion by House Banking Committee chairman Henry Gonzalez to impeach 
President Bush, massive public rallies in opposition to the war that 
erupted in Japan, Spain, North Africa, and other nations, or what soldiers 
referred to as their "turkey shoot" of fleeing Shiite and Kurdish con- 
scripts." Although part of the reason for this lack of coverage was inilitary 
control of information, part of it was also due to pressure from advertis- 
ers w11o did not want their products viewed within negative contexts- 
that is, "surrounded by images of death, pain and destruction."13 Because 
advertisers were "skittish about war coverage," lost advertising r~venue 
totals rose as the war went on, for a combined sum of at least $125 million 
for the three commercial networks and $18 million for CNN, which had 
raised its rates to reflect its increased audience." 

In 1985, Neil Postman had argued that "viewers know that no 
matter how grave any fragment of news may appear. . . i t  wiU shortly be 
follc~wed by a series of commercials that will, in an instant, defuse the 
import of the news, in fact render it largely banal."I5 In Gulf War news, 
this relationship is reversed: instead of networks showing concern that 
the presence of happy commercials would trivialize serious news, adver- 
tisers were asserting their economic right to withhold support from 
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b~ages  that might prime a grim attitude toward thcir products-fears 
that have been at least partially supported by some research'"-leaving 
ne\vscasters \with the prospect of making violence positive, even enter- 
taining, of treating only soft stories, or of losing their financial support. 
This primary concern over a positive context for messages in order to 
sell advertising time has obvious though sigruficant dysfunctional conse- 
iluences for news reporting in general; when lives, are bartered for telcvi- 
sion rating points to keep sponsors happy, it has also profound ethical 
and moral implications for the media indu<try and the public. : 

In the Gulf War, people believed they were seeirigrcality unfolding 2, ' ; :>:@$, 
before them instead of understanding that they were re'dy seeing only a 
version of events, primarily because no intermediary was immediately 
visible. In part precipitated by a publicrelations firm on behalf of a client, 
in part controlled by political and military motives, and in part filtered by 
networks in their drive to create the "proper mindset" for reception of 
commercials, the images which emerged were both less accurate and less 
informative than people suspected. As a result, viewers came to fcel [hat 
they were indeed in a position to make informed political judgments. 

This sense of immediacy and truthfulness which is the result of 
~vatching a steady stream of images interpreted with authority is what 
George Gerbner warned about as "instant history1'-that is, history con- 
structed by technology which "concentrates power, shrinks time, and 
speeds action to the point where reporting, making and writing history 
merge."I7 This alteration of histo& is made possible by the ambiguity of 
the image-such as the dim blips of missiles seen in the night sky on rel- 
atively low resolution TV screens-and the verbal context that interprets 
it. Such images are responded to immediately and emotionally, without 
introspection or recognition of complexity. Like the images of ? i ~ p  Glrn, 
images of the Gulf War made people feel a kind of condilioned reflex to 
tl~e image without giving them either the time to reflect or the accurate 
and complex information necessary to do so. As C o ~ ~ d r y  put it: "People 
saw the Patriots go into the sky like a Nintendo game, bloiving up the 
Scuds, they thought. Words contrary came later and failed to change 
those  impression^."'^ As discussed earlier, people not only believe what 
they see, but they must be highly motivated to critically examine it; 
when they do, they often persist in believing what they think they saw, 
even after it has been proven false. 

When image and voice-over conflict, people will believe the image 
and ignore the voice-over. Control of the image, therefore, implies per- 
ceptual control as well because as Gerber states, "Images of actuality 
appear to be spontaneous and to reveal what really happens. They do 
not need logic to build their case."" They in fact bypass logic altogether 
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unless a conscious effort is made to review them. Received directly as 
"truth," however, there is little motivation to return to images and to 
analyze them, except in cases such as the 0. J. SimpSon images which 
were frozen in time onto the reviewable covers of national print maga- 
zines, and seen by people already sensitive to issues of stereotype. On 
television and in film, however, images are rapid and transient, &ap- 
pearing faster than we can comprehend their meaning. They are there 
fore even more susceptible to manipulation through content and context. 
As one German publication commenting on Gulf War coverage put it: 
"The impatient television gobbles up al l  time for consideration, all he 
for checking and weighing information-the time that democracy 
urgently requires. . . . Democracy can protect itself only by =discovering 
slowness."" Because it is clear that media technology is not going to 
slow down, it is vital that intelligent analysis and critical speculation be 
introduced into the process of viewing. In other words, TV coverage of 
the Gulf War provides us with some of the most persuasive arguments 
for the develo~ment and exercise of visual intellieence. 

I " 

Political Advertising and Public Image 

One of the more disturbing political uses of television apart from 
war coverage, but just as crucial to the workings of democracy, is the 
manipulation of political public image by advertising experts-people 
who know how to package and sell their product and how to use media 
effectively. 

In 1952, the Republican Patty made United States political history 
by becoming the first to use television spot ads to promote presidential 
ambitions-at a time when there were only about 19 million television 
sets in the country. In so-called "The Man from Abilene" spots, Dwight 

22s.- 7- ,,- 
Eisenhow+r{ from a podium in a studio, in low-angle shot, responded 
benevolently to questions posed by "ordinary citizens" below and to the 
left, who looked up at him admiringly. The spots were exceptional 
because prior to this, candidates had simply purchased half-hour seg- 
ments of air &e to explore issues and state positions; this time the polit- 
ical spots were done as commercials by a professional advertising 
agency-Batten, Barton, Durstine & Osbom (BBD0)--carefully shot in 
separate frames and edited together to achieve the desired effect. But 
what may be most notable is the fact that political audiences did not 
expect nor suspect the technical manipulation involved: Eisenhower was 
never in the companv of the auestioners, his television deliverv tech- * ,  

nique was carefully choreo*aphed, and the dramatic light& and - - - - 
camera angles were professionally manipulated to give Eisenhower 
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stature and credibility. His glasses were removed; his clothes were 
changed. 

In short, techniques that had formerly been reserved for commer- 
cial sales had moved unsuspected into the political arena, and the result 
was a landslide victory. Rosser Reeves, one of the most influential adver- 
tising men ever in the business and the one who wrote the spots, com- 
nlented later of Eisenhower, "The man is very good. He handled himself 
like a veteran a~tor."~' Reeves believed in the power of the television 
image. He had previously tried to convince Thomas E. Dewey to use 
television advertising against T m a n  when there were fewer than half a 
million sets in the country. Dewey refused, thidcirig it would be undigni- 
fied. If undignified, it was, however, gffective. The Republican National 
Committee was so pleased by the results that it kept BBDO on retainer to 
dispense media advice as needed. BBDO subsequently continued to 
supervise visuals-including cue cards, charts, graphs-and rehearsed 
four cabinet officers for a television panel in the spring following the 
elect i~n.~ 

Although the 'Man from Abilene" spots were a "first" for televi- 
sion, professional advertising men had been in fact actively involved 
in politics from the turn of the century. In 1916, for example, a four- 
page insert was placed in the Saftrrday Evening Posf and other maga- 
zines by Erikson, the GOP1s advertising agency, urging Theodore 
Roosevelt to run for presideqt; by 1917, Congress was for the first time 
considering the regulation of political ads. In 1918, Albert Lasker, then 
a partner in the powerful Lord & Thomas ad agency, supervised pub- 
licity and speechwriting for Warren G. Harding and even acted as a 
"bag-man" in paying off one of Harding's mistresses before the elec- 
tion.= By 1940, so many admen were involved in political carnpaign- 
ing that Dorothy Thompson lamented that the advertising "hard sell" 
had become a staple: "The idea is to create the fear, and then offer a 
branded antidote.1r24 

Twelve years after the ,'Man from Abilene" spots, this "hard sell" 
technique of getting a vote in less than a minute was perfected to the 
point where a politicalJcomrnercial caused so much controversy that, 
while it ran only once on September 7,1964 during ,'Monday Night at 
the Movies,"-like the Orwellian 1984 Apple commercial on the 1984 
Super Bowl-it was repeated over and over again in the context of 
"news." The ad generated by the Doyle Dane Bembach (DDB) advertis- 
ing agency for Lyndon Johnson was the now infamous l'Daisy" commer- 
cial, which shows a little girl counting and plucking the petals from a 
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another or die," and a voice-over announcer tells us that WE .~;Ilould vote 
for Jolmson because the "stakes are too high for you to stay lv  me.“ 

As Jeff Greenfield comments in The Renl Cnmpaign, !'Wl~nt the adrs 
creator, Tony Schwartz, had done was to demonstrate a power of televi- 
sion never applied to political commercials until then: the pOMrer to 
make implied arguments th;ough the use of voice and imase, rvithout 
the need to argue those  position^."^ While Johnson's i)pponent, 
Goldwater, was never mentioned by name, nor any argument on the 
probability of Goldwater's policies resulting in nuclear tvnr was pre- 
sented, the message was devastatingly clear and effective, uniting three 
powerful images: child, daisy, and dreaded nuclear bomb mushroom 
cloud. Although the Democrats spent little more than half the 
Republican advertising budget of $16 million on their commercials, 
DDB's manufactured daisy/bomb image dominated the campaign- 
combining "Kuleshov effect" and the advertising hard-sell at its best- 
and completely overpowered the earlier "In your heart yoti laow he's 

- riglit" ads for Goldwater done by the Leo Burnett Advertising agency. 
Although political and advertising slogans had always resembled 

one another verbally, the "Daisy" commercial announced full force that 
it would now be ztisllal rhetoric that would carry the day politically, and 
subsequent campaigns relied heavily on the same kinds of hard-sell 
images based on fear. Two of the most effective were the "red telephone" 
ad for Mondale run in 1984 and the "Willie Horton" ads used by Bush 
against Dukakis in 1988. When focus groups held during the 1984 
primary campaign revealed that in a recession they would rrefer Gary 
Hart as President, but in an international crisis, they wo~lld prefer 
Mondale, the red phone as symbol of potential nuclear war with the 
U.S.S.R. was born, and the Hart campaign never recovered. The "Willie 
I-lorton" ads used by Bush against Dukakis tapped primal fears w d  
drove home the image of a liberal whose prison furlough program was 
putting criminals back out on the street to prey on the public. Utilizing 
the image of a revolving door, the ad featured men walking into prison 
and directly out again. Both the ominous red telephone and the revolv- 
ing door became symbols that touched the core of voters' political and 
social fears. 

Reagan's 1984 campaign, which ultimately defeated Mondale, was 
also one of the most visual and successful political campaigns ever 
waged, utilizing almost $25 million, more than half the entire campaign 
budget, on high-production value political advertisements."' It was the 
most visual presidential campaign yet waged, one that succeeded in sub- 
stituting national and archetypal symbols for a discussion of issues and 
images for information. The epitome of this approach is seen in the 
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~epublican National Convention's substitution of a political campaign 
film for the usual nominating speech, which-as part advcrtisen~cnt and 
part documentary-"marked the coming of age of the tclevisual cam- 
~ a i g n  film."27 The move to substitute the visual for the usual verbal 
rhetoric was daring and unprecedented, yet it clearly shov,red the fait11 
which the Reagan campaign, under the guidance of the BBDO ad 
agency's "Tuesday Team" had in the power of images as visual rlietoric. 

Written by Phil Dusenberry, BBDO's executive creative' dircctor 
and originator of the "Pepsi Generation" c o m m ~ ~ c i a l s ,  thc film 

7. .. . , - a- sequenced levels of images ranging from slice of life mniments and docu- 
mentary footage of political events to emotionally loaded culh~ral sym- 
bolism. h the film, interviews with f ie  elderly are joined to clips from 
the attempted assassination of Reagan, footage of the Norniandy inva- 
sion, images of the Statue of Liberty under repair, and American flags 
being waved, raised, saluted, and admired. Archetypal images rel-ninis- 
cent of those used in "Marlboro" ads also appear, with Ronald Rcagnn as 
the Marlboro Man riding his horse on his Califonua ranch. Tiie images 
move in visual cycles, beginning with idealized images of earth, dcvcl- 
oping into slice-of-life images of people at work, and closing in political 
images of Reagan mixing with the people, in the hospital or at the Whitc 
House. The film's closing is a montage of images of the land, its people, 
its patriotic symbols, and finally Reagan himself with arms over his head 
in a victory sign. C 

When the chairman of the Democratic National Committee strenu- 
ously objected to the airing of the film as part of convention coverage, 
complaining that the Democratic Mondale campaign film had not hem 
aired because it had been considered a commercial, the controversy iron- 
ically ensured that it would be seen, since it was now a news event. As a 
news event, the networks had few reservations about showing it at least 
in part; in the end, both CNN and NBC aired the whole eighteen-minnte 
hln, and ABC and CBS aired excerpts. The blurred association among 
political coverage, structured news events and news coverage of actual 
events created only temporary discomfort, however, for as researclier 
Joanne Morreale points out, by the next presidential electio~i, both Bush 
and Dukakis had developed the same kind of films to precede their 
acceptance speeches at their respective conventions. Both were aired 
without generating any controversy at all.'B 

By the 1992 election, in fact, candidates had become so visually ori- 
ented and so public-relations savvy that b7o tools of image manipula- 
tion dominated the scene: "VNRs" and focus-group research. VNRs 
(video news releases), U e  their public relations print counterpart "press 
releases," are pieces written and developed to sllnnnrt 2 n=+;r..1-- --: - 
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of view. The idea is to produce a visually slick video with carefully 
managed content that resembles a news report closely enough to get 
favorable press coverage without paying for it and to influence decision 
making in some way, from product purchase to political voting. 
Traditionally, such well done press releases in print have appeared so 
similar to actual news articles that presses have often merely hanged a 
few words and run them "as is." Sometimes reporters will add their own 
bylines, but with only a few alterations, submit them substantially 
unchanged. 

In the case of VNRs, visual footage is often used in part or in full 
because stations have cut back on personnel in recent years-particu- 
larly after the losses incurred in their coverage of the Gulf War-and 
such professionally done "freebies" are welcome. They fill in'for an over- 
taxed staff; and in contrast to relatively unexciting news, VNRs are visu- 
ally rich stories that serve the station's purposes by keeping audience 
interest. The danger, of course, is that they are in fact biased sources mas- 
querading within a trusted context as objective ones. VNRs may also 
bump sigruhcant but nonvisual stories simply because they are slicker 
and more visually interesting to watch, the product of more time, effort 
and money by vested interests. When reporters take the material and 
add their own names to them, the stories also take on the additional 
credibility associated with reputation. 

In the 1992 presidential election, VNR successes inspired candi- 
dates to take a hard look at the traditional campaign trail techniques. For 
candidates, the decision to purchase satellite time (for about $600 an 
hour), and produce and distribute spots from a central location or to 
beam into interviews by local news anchors is both a cost-effective and a 
politically strategic one. Local anchors are often awed by the possibility 
of interviewing a presidential candidate live and conduct their inter- 

,;&;?y4: - .2r views accor"ding1y: questions become predictable and soft, and the 
overall tone remains uncritical and celebrity-driven. By staying in one 
place, candidates also have the potential of reaching television stations 
nationwide at a total cost of about $20,000--as opposed to the $50,000 
cost for a thuty-second commercial during newscasts, if it is allowed at 
all." Ultimately, such satellite interviews accomplish three image-ori- 
ented achievements: at low cost, they enhance the local anchor's image 
by joining him or her with a presidential candidate, thereby making the 
interview more desirable for the station and easier for the presidential 
candidate to get local access; they make the candidate appear more 
grass-roots oriented and attuned to local concerns; and they allow for the 
kind of target-marketing and nuanced image tailoring that is the 
lifeblood of all successful advertising campaiv.  
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Just after announcing his presidential candidacy, Bill Clinton con- 
ducted about forty interviews with stations in twenty-five states without 
ever leaving the local Arkansas television s t u d i ~ . ~  Thus able to bypass 

red-tape at the national broadcast level, he avoided the prac- 
ticed scrutiny of top network journalists, and easily reached and 
impressed localized audiences by directly addressing their particular 
concerns-all without purchasing more expensive advertising time or 

travel inconvenience and the financial and physical energy 
drain that it implies. As the underdog in the election, this was more 

to Clinton than to Bush who already had national expo- 
sure and was building a platform on international issues. 

At the same time, focus groups (small representative groups of 
people brought together to speak about various areas of concern, and led 
by qualified professionals) conducted at various stages of their cam- 
paigns allowed both Clinton and Bush the opportunity to tailor make 
their public images and broadcast their messages in a form most palat- 
able to voters. When a f~fty-one-minute Bush campaign speech got no 
sigruflcant audience response from a focus group until its conclusion, for 
example, a commercial with a different slant was shot the next day in 
time for the New Hampshire primary?' When the Gennifer Flowers 
scandal broke during Clinton's campaign, and focus groups registered 
that they were impressed that he went out and met groups of reporters, 
the campaign launched a successful 'meet the press" strategy. When 
focus Goups didn't like his hair, he had it restyled.= 

Such focus groups were first conceived to study the effect of the 
American propaganda series directed by Frank Capra of It's a Wonderful 
Life (U.S.A., 1946) fame. The series, which consisted of seven feature 
filmsa and was originally designed for showing to the armed forces, also 
became part of a research effort that tested how successful the films actu- 
ally were in raising morale and in motivating soldiers to the war effort. 
The "focused interview," where individuals were asked specific in-depth 
questions, was an essential part of the evaluation, and one that yielded 
surprising results--sho~ing that some scenes even provoked reactions 
opposite to what was intended. Initially disappointing to behavioral sci- 
entists because the series seemed to have little effect in changing atti- 
tudes, ultimately, however, the very fact of its limited effects led 
researchers to understand more about the complexity of the process of 
media influence and to abandon a simple formalized theory of direct 
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adopt the qualitative research method-found focus groups helpful in 
gaining consumer motivational insights and even in formulating lan- 
p a g e  for ads to which consumers could relate; later as politicians began 
to adopt successful marketing and advertising techniques for their own 
purposes, candidates used focus groups to track attitudes hidden in ha- 
ditional voter opinion polls, to formulate promises and concerns for 
political platforms adapted to what peoplg wanted to hear, to iden% 
opponent vulnerabilities, and to head off problems down the road. By 
1992, it was estimated that voters saw not a single ad that had not been 
tested before a focus group first.' 

What all of this ultimately means is that the voting public cannot 
afford to be naive about the way visual political messages are formed, 
how a specific impact can be engineered, or about the possible bias of the 
television message. The electronic media has created a politics of image 
different from its counterpart in print journalism--one where political 
figures become media celebrities, VNRs masquerade as hard news, and 
both TV personalities and political personalities alike manipulate the 
media to gain the highest audience approval ratings. Politics thus has 
evolved into a business of manufactured images. Its visual language has 
become a means of influencing attitudes in subtle and often undetected 
ways, and whoever controls the visual message wields power in shaping 
puL3lic opinion. 

h the twentieth century, nothing illustrates the danger inherent in 
this power better than Adolf Hitler or the images of the Third Reich. 

Images of Hitler 

Among the most powerful images and symbols used by any politi- 
cian is the flag. Because of this, it is not surprising that the foundation of 
Hitler's careful political design and the importance of symbolism can be 
seem in the design of the Nazi flag, which he used effectively to incorpo- 
rate mythic and cultural meanings into the everyday level of existence. 
As propaganda researcher Zeman notes, 

The flag was the centerpiece of the Nazi decorative scheme. . . . It 
was the subject matter of many of their songs: it provided the hyp- 
notic, repetitive pattern for the backcloth of their public meetings. . . . 
The red stood for socialism: the white of the central circle for nation- 
alism. But the significance of the swastika-a Sanskrit word for 
good fortune and well-being-the main part of the emblem . . . 
became the symbol of infinity, of the sun, of recreation; it was 
found on the textiles of the Incas, on relics in t l ~ e  excavations in 
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Troy, in the catacombs in Rome. It was one of the sacred signs of 
Buddhism . . . For Hitler, the sign had . . . racial connotations, sym- 
bolizing the victory of the Aryan man and of creative work, which 
"in itself has been eternally anti semi ti^."^^ 

Fecause the flag as a cultural symbol embodied~owerhll archetypal yet 
meanings, it was central to Hitler's'bision and ubiquitous 

fluoughout the Reich's propaganda effortsSuch layering of nie,ming sug- 
gests the archetypal through the specific; as the serniotician Peircc noted, 
in signs there may be a great deal of overlapping of cakgories, and little if , *' -.%$ 
any exclusivity. In director Leni Riefenstahl's Tnunzplz of the Will (Germany, 
1936), for example, Hitler dramatically uses the ceremony of the "blood 
flag"-the oficial flag stained with the blood of Nazi martyrs-to touch 
the new flags presented to his Storm Troops. Symbolically this allowed the 
blood of the dead to flow into the blood of the living and gi\le military 
purpose to the present. At each flag presentation, as Hitlcr pauses grimly 
and rifles are fired, national pride is channeled into war. 

All visual and verbal images repeated in Nazi propaganda simi- 
larly flow into and out of cultural past and present; the ubiquitous Nazi 
flags, flames, banner insignias, and especially the swastika itsclf, are rife 
with associations on every level and are designed to bring the n-~cmory 
of the past into current consciousness. In addition, Hitler invoked rcli- 
gious symbolism, incorporating,in his speeches the Catholic imagery 
into which he was born, deliberately conjuring the myth oi the savior 
and its association with blood. In Tri~lmph of the Will, for example, Hitler 
tells his Hitler Youth, "You are flesh from my flesh; blood from my 
blood," and admonishes Party members: "Our total image will bc that of 
a holy order; only the best will be Party members. Today we expunge 
what is bad. What is bad has no place among us. It is our will that this 
state will last 1,000 years. The Party is a symbol of etcmity." Combining 
religious fervor with militant nationalism through the flag, he reminds 
his soldiers of the humiliation of World War I by listing the major batlles, 
lowering flags to the ground, and then with a snap, raising them with 
the proclamation, "You are not dead; you live in Germany.'! As the 
parade of flags approaches Hitler's raised platform in the film, soldiers 
are so closely packed together that the mass has the appcar'mcc of rip- 
pling water, which literally parts, like a Red Sea. Of the spectacle, 
William Shirer says in his Berli~z Dinnj that "Borrowing a chapter fro111 
the Roman chuch," Hitler was "restoring pageantry and coloiir and mys- 
ticism to the drab lives of twentieth century Germans." The Nureniberg 
meetings, he says, "had something of the mysticism and religio~ls fc.r\'or 
of an Easter or Christmas Mass in a great Gothic cathedral."" 
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Black and white photos of Adolf Hitler that were created especially 
for an advertising campaign conceived by Goebbels in 1935 also show 
how attention to image can be effective in manipulating public opinion 
Mass produced as coupons included in packages of cigarettes, the 
photos show Hitler in various situations and poses designed to enhance 
his public image and personal aura. The pictures could be mounted 
alone or pasted into a special album manufactured just for t lks purpose, 
Almost all of the ad campaign photos are taken outside, from a slightly 
low or low angle and lit by natural sunlight. Hitler is shown genial, 
relaxed, sociably mixing with other people, usually with a hiid whom 
he affectionately hugs, pats, or gazes on dotingly. In one exception to tf& 
format, Hitler is shown in uniform at a (democratically) round dinner 
table, at a slight distance from the camera, talking sociably with a 
smiling Goebbels and others. The shot is taken from a slightly high 
angle, and prominent in the foreground is a large symbolic pot with a 
large ladle.37 The high angle accomplishes two things: it allows us to see 
into the half-full pot, and it emotionally registers Hitler as one of the 
people. The "one-pot" meal was a nationalistic drive to save money that 
could then be given to Nazi charities. 

This was when Hitler's popularity and power was on the rise. 
When he achieved absolute power, other people disappeared from pic- 
tures of him, and official portraits always showed him from a low angle 
and always with a serious expression. This was quite deliberate. Hitler 
felt that any sign of human wealcness in a photographic image or por- 
trait painting could be fatal to the public image of strength that he and 
his propaganda efforts had so carefully constructed. His concern over 
public image was so strong that he refused regular physical examina- 
tions, particularly when he felt ill, because he was sure the news would 
leak oit.38 

,&$+F:~= . r His  ~fYicial photographer Heinrich Hoffmann, for example, was 
not alloGed to publish any photos of Hitler that showed him playing 
with his Scots terrierbecause it was not a German breed. or wearing the " 
glasses he alw,ays used for reading, because this could reveal a physical 
weakness and an intellectualism that the Party had associated with the 
Jews.39 He understood well the power of the image and dramatic presen- 
tation, and from his first political ambitions, he planned a visual carn- 
paign to create a new German culture by controlling artworks and films 
and by promoting a particular style of public and government architec- 
ture. For every detail, the psychological effect of the visual was weighed, 
and while Hitler ultimately proved inadequate in military strategy, the 
visuals that delineated his rule were consistentlv effective. For examule, 
while other 1932 presidential candidates included slogans on their 
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campaign posters, Hitler's election poster shows only his face lit as if 
from within. His eyes are darkly riveting and serious, and the name 
"Hitler" is reversed out against a totally dark background. 

Both in his official portraits and in Leni Riefenstahl's propaganda 
films that he himself commissioned, Hitler appears as if bathed in light 
from above, and always above the crowd. The painted portrait by Fritz 
Erler, which constituted the main exhibit at the Great German Art 
Exhibition in 1939, is typical. viewed from a low angle, standing firm on 
granite blocks symbolizing the power of the Third Reich, Hitler is placed 
against a dark shadow, but is unnaturally bathed in light about his head, 
shoulders, and boots. At the beginning of Trita~zph of fhe Will when Hitler 
emerges from the clouds and, stan+g, rides through the city in his 
open car, sunlight dances on him. Low-angle close-ups of his hand out- 
stretched in the Nazi salute are particularly effective as light seems to 
emanatefrom them. Both he and the Reich's eagle, shot low angle against 
the sky, figure predominantly throughout. 

Be'cause Adolf Hitler also understood that relative size, closely 
related to distance, has psychological implications of importance, he 
paid close attention to it, particularly in public spaces. Believing that he 
had a natural talent for architecture, for example, he instructed his Reich 
architect, Albert Speer, on the monumental scale for the architecture that 
was to be an integral part of the Third Reich. Speer called Hitler's 
concept "architectural megalopania,'"lu designing structures and choreo- 
g r a p k g  architecturalized propaganda images on a grand scale for him, 
including the Nuremberg rallies, where 200,000 troops became solid 
columns supporting the platform from which Hitler addresses them en 
masse before 100,000 spectators. This image, captured so well in Trizlmph 
of the Will, was a crucial one both literally and figuratively within Nazi 
propaganda, for its whole purpose was to immerse the individual within 
the mass and to surface and exploit a latent mythic German unity. 

As the official record of the Sixth Nazi Party Congress held at 
Nuremberg, September &lo, 1934, the film's action as well as its sets 
were entirely manufactured for the proper visual and emotional effect, 
both as a spectacular m a s  meeting and as a propaganda film-Goebbels 
called it "the great film vision of the Fiih~r."~'  The architecture of the 
halls and stadium, and all of the ceremonies, parades, marches, and pro- 
cessions were designed with the film camera in mind as the chief means 
of spreading propaganda. To the outside world, Hitler was determined, 
Germany would appear a undefeatable massive fortress. Within 
Germany itself, mass rallies, demonstrations, and parades would form 
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which took place at night within a symbolic sacred ring enclowci I,\.  anti- 
aircraft searchlights. Of the effect, Speer said, 

The actual effect surpassed anything which I had imagiliccl. n-te 
hundred and thirty sharply defined beams, placed round tiic f~cld 
at intervals of forty feet, were visible to a height of t\vc>nty to 
twenty-five thousand feet, after whi& they merged into a gcncral 
glow. The feeling was of a vast room, with the beams ser \ I I : ~  as 
pillars of infinitely high outer walls." 

In the architectural plans for a Nuremberg Party Rally Site which 
was never built, Speer designed a 400,000 seat stadium so large lt  could 
encompass a building three times the pyramid at Cheops, a i d  a statue 
60 feet taller than New York's Statue of Liberty. Hitler's plan for a new 
Berlin, inspired by the Champs Elysees of Paris, also included buildings 
proportionate to the psychological power of the Third Reich. As Speer 
describes it, Hitler wanted an arch of triumph 400 feet high (.d-te ilrc de 
Triomphe is 160 feet high), and a central avenue two and a half times 
longer." Of Hitler's new capitol building, the Reich Chancellery in 
Berlin, which was the only building of Hitler's new planned capitol ever 
to be built, Hitler purportedly told Speer: "On the long wall: from the 
entrance to the reception hall they'll get a taste of the power and 
grandeur of the German Reich."" The reception hall was Hiiicr's only 
disappointment because he felt it should have been three times larger. 

Although parts of the Chancellery, such as the Cabinet Room, were 
never used, the building itself nevertheless fulfilled its symbolic function 
perfectly, for it was of a size and proportion to reflect the larger than life 
blood-myth of the German people. This myth had also been at least par- 
tially fostered by size and image in the national legacy of nineteenth- 
cenhlry political chauvinism, and was induced frequently to overcome the 
sting of the Gem-tan defeat in World War I. Pictorially, Boulding suggests 
that a grand nationalistic though delusionary image had alsu Ler r~  fos- 
tered through school atlases of the old German Empire. Because the 
United States and Germany each occupied a full page in Lhe atlas, the 
visual impression was one of equal power. German youth may thus have 
been led to form a mental image that seriously overestimated German 
capabilities in relation to those of the United States in the first Wodd WarsS 

l lus  placement of parts in relation to one another and the "block- 
ing" or position within a given scene was always a conscious part of 
every design of the Third Reicl-t, particularly in relation to roles and 
power within social and cultural contexts. For example, when Speer 
&advertently discovered the plans for the Soviet pavilion that ivas to be 

. ..*, , . -  
Political Images 297 

built next to the German one at the 1937 Paris World's Fair, he threiv o ~ l t  
his original plans and designed the kerman pavilion as if it \Yere check- 
ing the onslaught of the Soviet pavilion that had a pair of 33-foot Soviet 
figures striding triumphantly toward the German pavilion. Specr's 
design, for which he earned a gold medal, involved a cubic mass ele 
vnted on stout pillars, with a giant eagle graspingma swastika in its talons 
and looking down from a tower onto the Russian s&lptures.'S~~ch posi- 
tioning left little doubt in the psychology of-balance of power. 

Both the Nazis and the Soviets were particularly athued to such ,. . 
,' -. +, * ? I d ,  visual power, and both exploited architecture and khss rallies-in the : *,k 

same way. Both also believed fully in the power of film, and both pro- 
moted and kept tight control over them. Hitler himself was profoundly 
affected by film, particularly by the architecture of such films as Fritz 
Lang's Metropolis (Germany 1926)) and before the war he is reported to 
have seen every film, both domestic and foreign, to be distributed in 
Germany, usually ending each evening with a showing of huo films after 
dinner. When censors were in disagreement on a film, it was Hitler who 
passed judgment." Hitler even legislated the moral content of Cern-tan 
films, mandating, for example, that any female character who broke up a 
marriage die before the film's end. 

Under Goebbels as Minister of Propaganda, the i n d ~ ~ s t r y  was 
tightly controlled: Goebbels personally viewed every one of the 1,363 
filn-ts produced during the twelve yfars of the Third Reih, as well as all 
newsreels, cartoons, documentaries, and shorts. Under his orders, film 
trucks were dispatched throughout the Reich, special s h o ~  ' g s ivcrc 
given at reduced rates, and each official newsreel of the action at the 
front was released everywhere on the same day. Many films were cen- 
sored or banned; d were scrupulously checked for ideas that might con- 
flict with Nazi ideology. Taran of the Apes (U.S.A., 1931), for example, 
was banned because it ran counter to Nazi doctrine on "hereditary 
bi~logy.'''~ So strong was the control that it lingered well after the Reich's 
demise. In 1965, for example, when The Sound ofMllsic opened at the city 
Palast in Munich, one-third of it was missing. The film stopped at thc 
point when Maria wedded Von Trapp in order to avoid showing tl-tcir 
escape from Nazi Germany.4g 

Image and Group Psychology 

Because Hitler and Goebbels were aware that people's actions arc a 
reflection of their own self-images, and that self-image is achieved 
through interaction with others, they were also exhaordinarily succcssf~ll 
in channeling the Nazi vision through images of group psyd~c)logy i n  
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vast live demonstrations, in uniforms for practically every political func- 
tion, and particularly in art where as part of "Kulturpolitik," "degrading" 
art (such as works by French Impressionists and German Expressionists) 
was expunged from German museums, and books were banned and 
burned to "purify the public libraries" of dissenting world visions, 
Hitler's ultimate goal was to establish a new national image, a pervasive 
mindset in which new forms of creative expression would find 
tion in a mystic and heroic German past, a past that Hitler associated with 
the music of Wagner and a Nazi interpretation of Nietzsche. In such 
authoritarian structures as Hitler envisioned, history shows us, image 
becomes all-important as a societal glue, defining prepackaged roles, and 
channeling dissatisfaction toward scapegoats such as intellectuals and 
Jews. Such an image must also be continually supported by ritual and 
ceremony, even by overt coercion, and group psychology must be utilized 
to pressure individuals into social conformity and to encourage their 
identification with a charismatic leader. 

Through his use of symbols and ritual, Hitler was able to meld the 
Germany of the present with its mythic past and so transform a nation in 
chaos into what Freud called "a group mind." According to Freud, in the 
group mind, the key figure is the leader who becomes the individual 
members1 superego and takes over their critical faculties as the group 
conscience. The nature of the attachment of the members to the leader is 
found in a desexualized libido, libido being the energy force (eros) of the 
life instinct to establish unity and to bind together to preserve this unity. 
The leader draws from a basic group-forming instinct as strong as the 
instinct for life itself, yet maintains no emotional attachments and must 
be independent, self-confident, and of "masterly nature." h short, the 
leader represents all those qualities unavailable to common group 
members, but toward which they continually yearn. 

.;&---, r According to Freud, as discussed earlier, the ultimate result of the 
formation a group is an emotional intensity raised to a pitch that 
wo3d seldom if ever be reached outside the group. It is a PI--- C-urable 
experience for the group members to surrender themselves completely 
to their passioni, losing a sense of individual limitation, and the emo- 
tional release is infectious: as it effects the same release in another, the 
passion is mutually enhanced and intensified. Because the group is natu- 
rally inclined to extremes, it is excited only by excessive stimulus, which 
means that the leader's argument need have no logical force: "He must 
only paint in the most forcible colors, he must exaggerate, and he must 
repeat the same thing again and again.,'% 

Albert Speer, an upper-middle-class intellectual who might be 
thought of as naturally resistant to such manipulation, commented: 
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 both Goebbels and Hitler had understood how to unleash mass 
instincts at their meetings, how to play on the passions that underlay the 
veneer of ordinary respectable life." Goebbels well knew how to whip 
up "wilder and wilder frenzies of enthusiasm and hatred."5' All of this 
repelled Speer, yet he too was transformed in listening to Hitler speak. 

He spoke urgently and with hypnotic persuasiveness. 'I$e mood 
he cast was much deeper than the speech i'tself, most of which I did 
not remember for long. Moreover I was carried on the wave of the 
enthusiasm which, one could almost feel this physically, bore the 
speaker along from sentence to sentence. It swept away any skepti- 
cism, any reservations. Opponents were given no chance to speak. 
This furthered the illusion, at least momentarily, of unanimity. 
Finally Hitler no longer seemed to be speaking to convince; rather 
he seemed to feel that he was expressing what the audience, by 
now transformed into a single mass, expected of him.= 

Such staging emphasizes the role that image plays in relation to words, for 
in such displays, the words matter very little except as they serve to build 
the general mythic image of the unified Reich-which was everywhere 
supported by flags, banners, and lighting effects-and provide verbal 
touchstones like an objective correlative for the primal passions, such as 
the vilification of Jews. "In sych an atmosphere," Shirer commented, 
"every word dropped by Hitler seemed like an inspired word from on 
high. Man's--or at least Geman's-critical faculty is swept away at such 
moments, and every lie pronounced is accepted as high truth itself."% 

Conclusion 

Arguing that there is in fact an "old" print politics and a "new" pol- 
itics that invests political messages with the personality and characteris- 
tics of electronic media, researchers Robinson and Sheehan in 1983 
concluded that the electorate has come to see politics the way the net- 
works present it, not thexWay it once appeared in traditional print. In their 
view "the media agenda becomes the public agenda; the tenor of the 
media influences the tenor of the times; exposure to television fosters a 
political response in keeping with its own style and s~bstance."~'  
Television thus changed political coverage not only by influencing the 
presentation of the message to accommodate the medium and then alter- 
ing its content accordingly but also by establishing its own issues, which 
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Advertising Effects 

w e  live in a country in which mass media receive most of their support 
advertising revenue. As a result, we are bombarded with advertisements e 
day of our lives. Whether it is billboards, newspapers, magazines, radio, te 
vision, the Internet, the side of a bus, or some other conspicuous location, a 
scream at us to try particular products or s e ~ c e s .  

When you consider the enormous sums of money spent on advertising each 
year in the United States, it probably comes as no surprise that il significant 
amount of research in various disciplines has been devoted to the effects of 
advertising messages. After all, advertisers want to make sure that they are get- 
ting their money's worth. In ad.&tion to advertising researchers, psychologists, 
ml&ing and consumer researchers, and others are interested in researclling 
the IS- or' a r i v e g  on media users. 

As wiii other research domains, some advertising research has been fhm- 
retical a i d e  other research his been upplied in nature?- TEaxziical studies, con- 
ducted mostly by schoIars in traditional disaplines, use a variety of research 
methods to test hypotheses and advance knowIedge in the field. The primary 
purpose of theoretical research is to gain a richer understanding of a phenome- 
non, in this case, the role and effects of advertising for individuals and society. 
AppIied research also employs a variety of research techniques to answer ques- 
tions of practical value to advertising practitioners and media professionals. 

Considering the connection between advertising and persuasion, researcl~ers 
in mass communication have been very interested in studying the effects of adver- 
tising. The focus of these researchers has been either on the processes involvcd 
whenever advertising media effects occur or on fl~e diEferences in effects produced 
by the media contevt in which the advertisement is embedded. Media context 
refers to program type, whether humorous, sad, serious, riveting, and so forth. 

This chapter explores the various effects on individuals (rather than a 
group or culture) of reading, watching, or listening to advertising messages 
and the individual's processing of those messages. We first examine advertis 
ing as part of the current media environment, then we review past research to 
discover what has been learned about the ways that individual audience mem- 
bers react to ads in various media. We look at particular characteristics of indi- 

288 viduals, such as their moods, that cause them to use and react to media and 

advertising in different ways. We also explore theimportance of media context 
to the success of the advertisement, and we examine other factors, such as rep- 
etition or the frequency of exposure, and comprehension and miscomprehen- 
sion of advertising messages, as influences on effects. Finally, we take a look at 
recent research in the field and bends for future research. 

ADVERTISING IN TODAY'S MEDIA ENVIRONMENT 

A medium can be defined as "any transmission vehicle or device through which 
communication may occur" (Stewart & Ward, 1994, p. 317). Advertising media 
include the various types of mass media such as television, radio, and print 
sources. Advertising dkers considerably from personal selling, which emiloys 
the medium of interpersonal communication. 

Today's media &vironment offers an abundance of choices for advertisers. 
In recent years, the increased voIume of advertisements in various types of 
mass media has caused some advertisers to select less conventional meza. The 
segmentation of audiences and the personalized nature of today's media pro- 
vide advertisers with new vehicles to reach specialized audiences. New media 
sources such as shopping networks on television and information services on 
the Internet have provided viable aIternatives to the standard, 10-second com- 
mercid slot. Computer-assisted methodologies and specialized databases have 
caused a boom in telemarketing, which (although often annoying to recipients) 
allows advertisers to reach a more specific audience than would be available 
through traditional mass media sources. Direct mailings to targeted audiences 
also r2ach people with similar characteristics. The pmlif-tior? a£ t e k e o n  
channels and increased knowledge about each channel's adienzes also give 
advertisers access to Iargermmbers af people svith simikznd dtiimbie demo- 
graphics. Additionally, some advertisers have opted to sponsor special events 
with wide reach, such as theimmensely popdar Super Bowl, the World Series, 
or the Olympic Games. i 

The matching of demographics withi particular media has evolved consid- 
erably through the years. Early studies showed that the use of certain media was 
highly related to a person's IeveI of educational attainment Berelson and Steiner 
(1964) found that people with less education tended to read less, listen to radio 
more, and watch television more than their better-educated peers, whereas those 
with higher levels of education preferred print media to broadcast media. The 
increasing availability of compu&rized de&ographic information allows today's 
advertisers to know more than ever before about uarticular audience character- 
istics. The many activities and attributes of millions of consumers are recorded 
and matched to their likelihood for using particular media or engaging in cer- 
tain purchasing behaviors. 

Through the years, research has indicated that a person's attitudes with 
regard to a particular media product within a particular medium influence both 
media use and message effects. For example, an important study in 1962 meas- 
ured differences in brand quality and preference ratings among readers of three 
different magazines, McCnll's, Look, and Life. Readers perceived that products 
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appearing in McGll's were of much higher quality than the saliae products in 
Lookand Life ads (Politz Research, 1962). Clearly, the individual's attitude about 
particular magazines made the difference. 

New media choices continue to appear. In the future, as these choices 
increase, researchers will continue to examine individuals' attitudes regarding 
these media and the advertising messages they carry. Such information will be 
especially valuable to advertisers. 

RESEARCH TRADITION 

Throughout the history of media effects research, some people have believed 
that mass media messages have direct and powerful effects upon audiences, 
whereas others have held the view Lha t direct mass media effects are rather lim- 
ited. Research in the 1940s and after emphasized tlie importance of interper- 
sonal communications among audience members in modifying media effccts. 
The traizsnctio7znl model recogiized tliat tlie presence of any number of factors- 
specific characteristics of the sender, the message, the transmitter or channel, 
the audience as a group, and the individual audience meil~ber-could mitigate 
the strength of media eKects. 

As you will recall fro111 Chapter 10, "Persuasion," the elaboration likeli- 
hood model offers a n~odern take oil the transactional 111odel. The potential of 
a media message to persuade an audience menlher depends on myriad factors, 

such as an individual's mood and predispositions, other individual character- - 
istics, or the likelihood that a message will be thought through carefully. The 
same holds true for the persuasive power of an advertising message. Effects 
born exposure to different characteristics of media content vary from person to 
pcrson. Different people use media differently and react to it differently; there- 
fore, advertisements affect them differently. 

Communication researchers have identified many different individual 
characteristics of consumers that influence media effects. Each person is moti- 
vated by different factors to use particular media. A person's emotional state at 
the time of media use also influences media effects, as does the person's prior 
experiences and knowledge (Thorson & Reeves, 1990). 

One theoretical basis for such individualized effects is called selective 
exposure (Zillrnann & Bryant, 1985). People tend to watch, listen to, and 
remember media messages that are consistent with their attitudes, interests, or 
predispositions. For example, someone with a beloved feline companion would 
be more likely to attend to commercials featuring products for cats than would 
someone who dislikes cats and dotes on a pet poodle. 

A great amount of research has supported the idea of selective exposure 
(Broadbent, 1977, Greenwald & Leavitt, 1984; f(ru,man, 1988; Pechmann & 
Stewart, 1990). The related area of uses and gratifications research has also 
proven productive (Gunter, 1985; see Chapter 8). Research has shown that 
when people watch television, they k n d  to m a k  their dections based upon 
w-hat they 60rr ' tw~mk~ see-er what &ey ricr =ant to e Stewart and 
Ward (1992) stated it in thjs way-. 
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Viewers appear to avoid programs they do not like rather than seIect programs 
that they do Zike In contrastto the seFection of a s p 6 c  magazine or book, the 
uitical decision for the teIevisionviewer appears to be whether or not to turn 
on the television. The choice of program is clearly secondary. What effect such 
processes have on advertising in the different media remains to be determined. 
(pp. 330-331) 

One of the most important components of selective exposure, attitude for- 
~i~alion, and attitude change is that of involve~~zeizt on the part of the audience 
member. Involvement of the media user can be loosely defined as persolla1 con- 
r~cciioi~s zuitlz rizeclia colltent. For example, a television viewer who watches a pro- 
gram and is reminded repeatedly of personal, real-life situations is said to be a 
liiglil y involved viewer. 

Much scholarly research has identified characteristics of audience members 
tor consumers) and links between consumer arid nzedium that may cause an 
nilvertisement to be effective or ineffective. An audience member's attitude 
rrgarding the medium, uses of the medium, involvement while using the 
iiledium, and mood states tliat affect media usage have been found to be criti- 
cal factors in the mix (Stewart & Ward, 1994). 

The emphasis on the role of involvement in advertising effects as a challenge 
Lci the traditional transactional modd can be traced to the 1960s. Kruman (1965, " 
l%h) applied "u~volvement" not only to the individual audience member, but 
,il.;o to charactcristics of the medium and characteristics of the product. Based 
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upon the amount of control exercised over a medium by a user and the level of - 
cognitive processing required, Krugman described various media as either low 
involvement or high involvement- Print media were characterized as high 
involvement, considering the reader's level of control and necessity for infor- 
mation processing. For example, a reader has time to read a prjnt advertisement 
carefully, ponder its ramifications, and possibly obtain new knowledge or 
change existing knowledge. Broadcast media such as television were labeled 
low involvement because of the viewer's lack of control over the rate at which 
the information is received and the low level of processing usually required. 

Due to the low involvement nature of broadcast media, Krugman found the 
presence of onIy subtle advertising effects. TeIevision advertising proved most 
advantageous for developing prodtrct recopritiorz on the part of the consumer, 
and for brand perceptiolz. Attitude change as a result of exposure to TV adver- 
tising was not likely and, if present, difficult to measure. 

Since Krugman's initial studies, others have investigated the issue 
involvement and its connection to various advertising effects and respons 
Two major studies in the 1980s offered evidence that high involvemen 
media provide advertisers with the best means for making product me 
known to audiences (Lloyd & Clancy, 1989; Audits & Surveys, 1986). 
years later, Buchholz and Smith (1991) studied degrees of audience in 
ment among low involvement (broadcast) media. These researchers reco-me 
that people do not always attend to commercial messages with the same leve 
of involvement. Due to distractions, personal interest, or myriad other factors, 
some people at certain times or under some circumstances might pay more 
attention to a commeraal than would someone else. The researchers set out to 
test these aerences. They presented !NO ,groups with a commercial message 
embedded in other broadcast m a t d  (tel-n and radio). The first group 
(high involvemerit) was told to  pay dose attentian to the adve&&ement. They 
instructed the other group (low involvemend to focus on the broadcast ma te  
rial that surrounded the ad. The high invoIvement group processed the ads 
more thoroughly and thought about the personal relevance of the product 
much more than the low involvement group. 

Stewart, Pavlou, and Ward (in press) provided a 
concise list of five different consumer characteris- 
tics that influence the effectiveness of ads. These 
five characteristics have heen very important in 
empirical research and in the development of the- 
ory on advertising effects. 

1. Attitudes toward the medium. 
2. Uses of the medium. 

3. Involvement while using the medim. 
4. Mood states affecting media usage. 
5. Interactivity of the medium. 

Soarcc? Stewart, D. W., Pavlou, P, & Ward, S., (in press). Medi  
influences on marketing commrinications, in J. Bryant & D. Zill- 
mann (Eds.), Mcdio cffccts:Munrrc~ in tlreoy nnd wscnrcl~ (2nd cd.). 
Mah~vrth, NJ: Erlbaum. 
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Certain types of television programs may cause people to experience certain Advertising Effects 
types of moods. Comedy programs may produce lighthearted or cheerful 
moods. A serious drama might cause the viewer to experience a more contem- 
plative mood. Ahighly suspenseful program may produce an intensely anxious 
mood on the part of the viewer. 

Research has revealed the importance of media context on a person's 
mood, as well as the importance of a person's mood on a number of psycho- 
logical processes, inciuding memory, attention, the forming of attitudes, and so 
forth (Gardner, 1994). A person's mood affects involvement. It also affects a per- 
son's response to an advertisement and subsequent consumer behavior (Gard- 
ner, 1985). 

Research has shown that the moods produced by watching particular kinds 
of television programs cause viewers to react differently to the commercial mes- 
sages shown during the programs. Kennedy (1971) found that people who 
watched a comedy program had a less positive attitude toward the advertised 
product than those who watched a suspense program, but in this and another 
study (Soldow & Principe, 1981), viewers of comedy recalled ads far more read- 
ily than did suspense viewers. 

Individual television programs or specific episodes within genres also 
affect viewers' responses to ads. In one study, viewers of situation comedies 
(sitcoms) and action programs cffered similar ratings for the effecti-ceness of 
commercials embedded in each program type; howevm,significant differences 
emerged h r i ~  episode to episode (Yuspd~, 1977)- Specific episodes were more 
Iikely than d e r s  to affectboth viewers' ~ecoIledions of the brands advertised 
and their -012s io buy-the ad-FertGed products. 

Another starly compared the differences in mood and advertising e£feets 
while tciewirtg happy television programs as opposed to sad ones (Goldberg & 
Gorn, 1987). Overall, commercials shown 4uring happy programs tended to be 
evaluated higher and to produce more positive thoughts. They also found that 
program-induced moods had more of an effect on viewers' responses to com- 
mercials with high emotional appeals than commercials with straight, infor- 
mational appeals. 

Subsequent research identified an important iirterndion effect between the 
mood invoked by the media context (program) and that of the embedded com- 
mercial. Specifically commercials with emotional tones or moods consistent 
with the media context received higher ratings than commercials with tones 
different from those evoked by the media context. (Examples of inconsistencies 
would be a funny commercial that appears during a sad program, or a sad com- 
mercial shown during a comedy performance.) Researchers found that view- 
ers not only rated contex,t-consistent commercials as more likable, but said they 
would be more likely to purchase the products that were pitched (Kamins, 
Marks, & Skinner, 1991). 

The theoretical explanation for this interaction effect can be found in con- 
sistency theory. This theory takes the position that viewers wish to maintain a 
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294 particular mood for the duration of a program. Commercials with tones or 
SECTION THREE moods that are consistent with those presented in the program are therefore 
Key Arms of more effective than commercials with tones that differ from the media context. 
Resenrch 

MEDlA CONTEXT STUDIES 

Even though media context was an important part of many of the involvement 
studies discussed previously, those studies are usually not classified under the 
heading of "media context research." Involvement studies emphasize various 
consumer characteristics that result in media effects. Media context studies 
focus upon 17iedin colztelzt or stilni~li rather than on pnrtict~lnr colzsunzer chnrncfer- 
istics. These studies measure more immediate responses-cognitive, physio- 
logical, and even behavioral-to advertisements in different media. 

Stewart and Ward (1994) identified several ways that researchers have 
explored the effectiveness of advertisements embedded in various kinds of 
media context. These differenttypes of media context studies include cognitive 
response studies, observational studies, studies of psychoIo$caI measures, and 
priming studies- In each bra?&, immediate responses to advertisements ~ ~ e r e  
measmed ~ same way. 

Cognitive Response Studies 

People experience any m 6 5  of d&kenhespons~~ ~vhen  exposed to adver- 
tisements. When the spokesperson for a brand of toothpaste claims that a sur- 
vey sho~ved that more dentists use Brand X than any bther, one viewer may 
believe the spokesperson whereas another may have serious doubts about the 
claim. The viewer who does not know much about social scientific research 
methods might be inclined to take the spokesperson's word. This more knowl- 
edgeable viewer believes that the use of a survey provides enough evidence to 
support such a claim. Another viewer may question the claim due to the vague- 
ness of the information regarding the survey. This viewer wonders: Was a 
random but representative~sample of dentists surveyed? Were strict survey 
methods employed, or did the product advertisers search onIy for dentists wllo 
use Brand X? Would another survey produce similar results? If one of the view- 
ers is a dentist who does not use Brand X nor know of any colleagues who use 
it, he or she might have serious doubts about the claim. If that same dentist had 
attended a recent medical conference in whicl~ survey findings revealed Brand 
X to be the preferred choice among dentists and their families, the claim would 
be much more trusted. 

As shown from the previous example, the nature of a person's response to 
an advertising message depends on personal knowledge or personal experi- 
ences. In other words, advertising responses are affected by a person's level of 
knowledge about the product or service or claim. Someone with considerable 
knowledge about a particular product or subject would be more likely to listen 
carefully to related advertising claims and have a stronger ~ ~ i n i o n - ~ r o  or 
con-regarding those claims. 

Wright (1973) studied several different cognitive responses to advertising 295 
messages, such as supporting arguments, counteraqynents, and so forth. He CHAPTER 17 
examined users of different types of media under differing levels of involve- Adocrtisiilg Effects 
ment, then asked questions of the participants to measure certain factors. Media 
users were exposed to either print or audio versions of an advertisement for a 
new product. Prior to exposure, Wright created conditions of lugl~involvement 
by telling a portion of the participants that they would beasked to make a deci- 
sion about purchasing a new product that would be advertised during the ses- 
sion. Low -involvement was-created by not giving other participants such 
instructions. Wright found that peopIe from both groups reachd differently to 
the print ads than to the audio ads. For the print version, members of the high 
and low involvement groups tended to think more about the ads, trust the 
source more, and tl* of more supporting arguments. More people who read 
the print version also expressed an intention to buy the product compared with 
respondents hearing the audio version of the ad. 

Observational Studies 

Rather than rely upon the self-reports of participants, some researchers prefer 
to gather information about advertiqing responses by direct obsmntion of con- 
sumers as fhey siew the ads. In one study of advertising on television, moth- 
ers w e  asked to observe a s m e  of their chi&m waki-~ed tdtelevision arrd to 
record information about the child's behavior while viewing (Ward, Levinson, 
G Wackrnan, 1972)- As mighfbeexpected, the r e s d  fwnd that c h i l h  w a y  
very clctive while watching television, and the levels of activity ranged from 
high :ignoring the television) to low (fgrll attention to the pro,pmming). Wnen- 
ever a commercial interrupted a program, it captured the attention of most of 
the children, but their attention waned steadily as more commercials were 
shown, then picked up toward the end of the commercial "pod" as they grew 
impatient for the return of the re,& program. 

Another R7 advertising study attempted to determine what particular 
characteristics of television programs attracted the attention of children (Bryant 
& Anderson, 1983). Attention was measured as the portion of time a child's eyes 
were directed toward the television screen, or "eyes on screen" time. The study 
found that children tended to be attracted by changes in sound and in move- 
ment (depiction of much physical activity). 

As for print ads, the eye movements of newspaper readers have been 
tracked using a unique device. A camera mounted on a helmet allows a video 
image of a person's field of vision to be transmitted to a computer. As the per- 
son focuses on different points, a light beam on the pupil is superimposed on 
the video image and allows researchers to track eye movements (Newspaper 
Advertising Bureau, 1987). Referring to tlus and other studies, Tolley and Bog- 
art (1994) asserted that newspaper readers scan most pages. If they see some- 
thing they are interested in, they read it, but they end up ignoring many other 
items. These findings confirn~ed earlier studies that showed many readers 
engage in an information-filtering process to decide if printed items are worth 
the effort of tlieir full attention (Broadbent, 1977; Greenwald & Leavitt, 1984). 
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296 Studies Involving Psychological Measures 
S E C ~ ~ O N  THREE 
Key Areas ef 
Research 

tend to be processed more on the left side of the brain, while television ads 
would be oriented more toward the right hemisphere. Krugrnan (1977) made 
such a hypothesis, but research findings did not support the assertion Wein 
stein, Appel, & Weinstein, 1980). Measurement of such a hypothesis proves dif- 
ficult because most print ads contain pictures as well as words and television 
ads also typically contain spoken words (Rossiter, 1982). 

Priming Studies 

In these studies, researchers look for instances of priming in the media context. 
One approach to conducting such research is to examine the content of a pro- 
gram to determine if the viewer's attention might be drawn to certain aspects 
of an ad. For example, one of those fresh-face Cover &I ads thatfeahue gor- 
geous, pend-thin supmodelsmight work better if emb&rfedhr a show that 
features hip, good-looking teens-Ima+e thektcongrdy &seeing meof those 
ads in the middle of a heart-wrenching p r o , m  about someone strugghg to 
lead a normal life after surviving an acadent or illness that I& the person with 
a grossly disfigured face and body. The audience member has been primed to 
be especially sensitive about the importance of appearance and might react 
negatively to models who appear so fortunate and frivolous in contrast to the 
individual in the program. 

Studies have revealed that media context "primes" viewers to pay more 
attention to particular ads or parts of ads (Herr, 1989; Higgins &King, 1981; Wyer 
& S d ,  1951; Yi, 1990a, 1990b). Readers or viewers can be primed copzitively or 
affectively. In other words, exposure to particular media content may cause audi- 
ence members to think or feel more strongly about certain aspects of advertise- 
ments than they would have otherwise. If someone reads a positive-sounding 
editorial or news story, and then looks at an advertisement, that person usually 
feels more positively about the brand in the advertisement and usually reports 
a higher likelihood of purchasing the product (Yi, 1990a). 

Advertising research on priming has focused on the power of media context 
to affect the reaction of audience members to ads. Studies to explore effects in the 
opposite direction (commercials priming responses to programs) have not been 
conducted but would prove interesting (Stewart & Ward, 1994). Using again the 
fresh-face Cover Girl ads as an example, such research would examine whether 

one of those "easy-breezy" ads shown at the beginning of a program w-ould 297 
"prime" audiences or cause them to think or feel differently about the program 

CHAP~ER 17 
than had they not viewed the commercial. Aduerfising Effects 

THE IMPORTANCE OF ADVERTISING 
FREQUENCY AND REPETITION 

Media planners have attempted to measure many factors related to advertis- 
ing exposure. One of these examines the effects of the cumulative number of 
exposures to an ad on a person's likelihood to buy the product. 

Two different models of advertising response function have emerged. The 
first of these (depicted as an Scurve) posits that people must be exposed to an 
ad several times for that ad to have any effectiveness. After a number of expo- 
sures the ad achieves greatest impact, then begins slowly to decline in effec- 
tiveness (8urke & S d ,  1988). The other model does not have a threshold effect. 
Response to the advertisement begins with the first viewing and rapidly 
becomes more effective, then slows with subsequent exposures resulting in 
diminishing returns (see Figure 17.1). 

Another fadorrelated to exposure involves consumer attitudes toward long 
eycles of exposure to the same advertisements. A number of studies (see Pech- 
mann & Stewart, 1988, for a review of the literature) have found that prolonged 
exposure to the same ad causes consumers to feel resentful and sometimes irri- 
tated, in a phenomenon d e d  advertising weaxout (Calder & Sternthal, 1980; 
Petty & Caaoppo, 1986). As a result, effectivrness of the ad dedines. Most of us 
have experimced advafising xvezii-.it at some time in our livesremember 
those Ronald McDonald TV commercials? 

Aim rev&* studies concemhg adv- w e ,  Pechudon m d  
Stewart (1988) determined that three "quality" exposures to a particular ad were 
needed for the ad to have an effect A quaIity exposme is one in which the audi- 
ence member pays attention to the ad and it evokes certain thoughts or fedirgs 
(i.e., it causes cognitive or affective processing). An audience member may have 
to be exposed to an ad any number of times for three "quality" exposues to occur. 

FIGURE 17.1. 
Sorrrce: From Bryant and Zilhan,Medin Effcck: Advnrzces in 
Theory n~rd Resecrclz, p. 322. Copyrigl~t O 1994. Reprinted by 
permission of Lawrence Erlbaum Associates, Inc. 

t I 

Exposures 
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298 Sometimes too many exposures result in diminisl~ed returns. When a tele- 

sEcnow THREE vision advertisement has good persuasive power, repeated showings of that ad 
Key Arms of result in increased sales of the product. An ad that does not persuade does not 
Research result in increased sales, even if that ad is shown repeatedly. Moreover, once 

consumers have reached the point where they are either persuaded or not per- 
suaded by a commercial, repeated exposure to that ad makes no difference 
(Blair, 1987,1988). Finally, the consumer who already-has a negative attitude 
about a product may become even more negative when exposed repeatedly to 
ads for that product (Stewart &Ward, 1994). 

In terms of print advertising, frequency of ads has been found to produce 
a greater effect for low-awareness brands than high-awareness brands. The 
"effects" include consumer awareness of the brand, attitude toward the brand, 
and intention to buy the brand. Ads for brands that readers do not readily rec- 
ognize need to be run more often for an effect to occur. The persuasive power 
of ads for more recognizable brands is not so dependent upon frequency (T ie ,  
Inc., 1981). 

Frequent exposure to an advertisement results in a process of learning on 
the part of the consumer, but many factors may influence the learning process. 
Prior experiences and prior knowledge of the consumer or message variables 
wit% the advertisement may cause the leaming process to be accelerated or  
slowed. Also, learning ai7d memory research (Ebbinghans, 1902) has shown 
that psople tend to forget what tiiey k 0os.o h e .  that the first or last it- 
in a series are more easily remembered than tkose ir, the iniddIe, and that over- 
kaming or o~errepetitionmakes long-term memory possible--for cverrep& 
tion, consider how hard pressed one wouId be to find someoneunfamiliar nith 
the brand name associated with Snap, Crackle, Pop. 

Several studies have tried to iderrtify schedules of advertising frequency 
that result in greater learning and ad reco,@tion among consumers. In the 
1950s Zielske (1959) found that both short-term repetitions and long-term rep- 
etitions produced effective consumer recall of the messages in direct-mail ads; 

campaigns vision and in magazines are brand-a~are, com- 
that use both print and television media are more pared with only 19 percent who see magazine ads 
effective than ad campaigns that use only one only and 16 percent w.ho see television ads only. 
medium or the other. The proper mix of media in 

however, those who received ads weekly tended to recall more about the ads - 
than those who received the ads on a monthly basis. A later study of print 
advertising found that magazine ads with the greatest recognition effect also 
ran at weekly rather than monthly intervals (Strong, 1974,1977). It is interest- 
ing to note that this same study also found that weekly ads had greater recog- 
nition effect than daily ads. 

COMPREHENSION AND MISCOMPREHENSION 

I f  an advertisement is to be persuasive, a consumer must fully comprehend the 
importance of its message. Miscornprehension may result in misunderstanding 
and severely limit the persuasive power of the ad. As with the reception of 
news (Robinson, Levy, & Davis, 1986; Gunter, 1987) persuasion research has 
long revealed that comprehension is an importat mediator variabIe (Hovland, 
Janis, & Kelley, 1953; IvfcGuire, 1977; Ratneshwar & Chaiken, 1991). 

A number of studies have shown that miscomprehension is a problem with 
both print and broadcast advertisements (Jacoby & Hoyer, 1982; Jacoby, Hoyer, 
& Sheluga, 1980; Jacoby & Hoyer, 1989) but more of a concern with broadcast 
ads (Jacoby, Hoyer, & Zimmer, 1983; Monis, Brinberg, Klirnberg, Rivera, & 
Millstein, 1986). In these studies, the advertisements were for the same prod- 
l~cts and oihen~iseequd, except for themedim in which they appeared. This 
suggests that comprehellsion or rldscampreh&~~ inzy be cmrdated it% 

lush m d  low h ~ 0 1 v e m a ~  
As for print ads, one stnay found &zit only 20 percent of ihe partidpants 

comprehended the magazine advertisemenb they were shown (Russo, Metcalf, 
& Stephens, 1981). Another study of print ads found that comprehension was 
related to a reader's age, educationallevel, and income (Jacoby & Hoyer, 1989). 
Other factors that have been identified as possible determinants of miscom- 
prehension include the individual characteristics of a medium or a message or 
i.he individual expectations of a consmer. 

I RECENT RESEARCH 
I 

hi recent years, the proliferation of interactive media-the Internet, mobile tele- 
phones, interactive television, and so fortll-has created a completely new vista 
ior researchers interested in the effects of marketing communications. New 

t mcdia present a new set of characteristics and concerns for todav's advertisers 
the ad campaign results in &a?umum brand aware- 
ness among consumers, Magazine Publishers of 

SOUX,Y: Moms L. 11999,~ A U ~ E ~ ) .  Studies hive "~llumbs up" to and adirertising researchers. According to Stewart, Pavlou, and'ward: 
mags fur ad atvarenrss-print ad scrutiny: Media multiplier 

America (MPA) calls the phenomenon the "Media urges con,ho buy over just one mdium over another, Spc- new1 form of communication is predominantly electronic, but it has many 
Multiplier Effect." cia1 Report, Ad~-~>rfbi~r.q A ~ C ,  p. slh: Cl>l~apa (199s. 22 April), of the characteristics of other forms of communication: (1) it can be interactive, 

MPA conlmissioned turo resear& companies, Prini+nJ=wotv! B~rsii~cs Tedny, p. 69; Magazine world: Take a but without the human toucl~ of personal selling, (2) it provides the opportu- 
Millward Brown and A. C. Nielsen carp., to study h - a h  look at print New insighh into the effectiveness of print in 

tile media mix, (1999, Z9 April), B ~ ~ s i ~ ~ c s s  WirP, NEXIS, Online nip for direct response from and to the consumer, (3) it allows mass commu- 
the effectiveness of ads in magazines and on tele- ~ i h ~ ~ ~ :  NEWS, file: CURNWS; 1'rool that print advertising nication among consumers without the marketer's intervention, and, (4) it 
vision, separately and together. The studies ,,.orl\s, (lws, 16 Nuventher), Blrsirncjs Wire, NEXIS, Online shares some of the cl~aracteristics of print and broadcast advertising, at least 
that 65 percent of consumers who see ads on tele- I.ibrary: NB\\"S, Filc: CURNWS. with respect to the more traditional advertisingkllat appears on it (banner ads, 
\ e-announcements). (in press) 
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aclvertising by way of mass media with the interpers 
selling (Stewart, Frazier, &Martin, 1996). Interactive 
tuae of facilitating word of moutl~, conm~unicatio 

interactive advertising offer benefits to consum 
1996). The use of interactive media often facilitates the creation of consum 
profiling, either from informa tion gathered directly from consumers or tluou 
tracking of online behavior. E-mail communications from sites such 
nlzozv.cooIsnnir~lg.co~rr give targeted customers the advantage of informati 
about specific products personalized to their interests. 

report that ymple who live 
in homes counected to fie Internet are spending 
a5out 16 percent less &re watr&g television. 

I - notice With such reports, advertisers are t a b D  
and investing more and more money in online 
activities. Advertising on the Internet exceeded $1 

1 billion for the first time in 1998, and is pmjected to 
grow to at least $S billionannually by 2005.Accord- 
ins to the Internet Advertising Bureau, online ad 
revenues reached $491 minion during the tlurd 
quarter of 1998, more than double the amount 
posted for the same period during 1997. 

Online advertisilla is considered superior to 

listed AOL, Yahoo, and Microsoft sites as thetiuee 
most popuIar websites. According to both firms, 
about 35 €0 37 rnillion homesin ihe United States 
were connected to the Internet early in 1999. 

Advertising researchers have already begun 
to turn their attention to the Internet and other 
new communication technologies. Many of the 
same issues they have explored with advertise- 
ments and audiences on traditional media such as 
television, radio, magazines, and newspapers, are 
now being examined with regard to the Internet, 
interactive TV, online publications, and so forth. 

- 
television advertising in that it offers the added SOUKL~Y Hall, L (199&21 March). Web ads cliongconlinebusine~s: 

advantage of accountabilify- Web can Nrl advertisi~lg could rcach $8 billion a year, EIcctrurric Mnliu, p. 

be hrgeted to reach spec&c types of consumers. 
16; alsu, Harper, J. (1999.24 March). Nielsen logs on tomte what's 
happening on line; Data for advertisers similar to TV bllicj, 

are W~~slrrr~~tolr Emrx, p.Al; Elliott, 5. (1999J0 February). The media 
advertisina which reaches vast numbers of people business: Advertising-~ddenda; on-line advertising doubles in - 
but cannot be easily measured for &ectiveness. quarter, 77w Nrw York Tirn~,s, p. CS; Internet advcrtising revenues 

~ i ~ l ~ ~ ~  recelltly began researching web audi- exceed $1 hillinn for the first timc, (1999,9 February), Business 

ences and found tl,al Evficrosoft, Cataloglink, Ama- 
ME, NEXlS Libnry: News, File Curnws. Internet advertising 
hurcau-IA8-announc sccund quarter 1998 advertising rev- 

=on, and Yahoo were the top advertisers. Another ,,,, ,porting prognm WSUI~S (19$, 29 Octobur), Business Wire, 

When a person sees a knockout sweater for sale on the Internet at a rea- 301 
sonable cost, one of the most important factors that determines whether the 

CHAPTER 17 sweater is purchased is fnlsf. Not only does the consumer trust the product, but Adomtising Eflects 
does the consumer trust the website enough to enter a credit card number and 
buy the sweater? "Trust'' on the part of a consumer toward an advertiser may 
be defined as: 

the subjective probability with which consumers believe that the marketer will 
perform a particular interaction in a manner consistent with their expectations. 
(Stewart, Pavlou, & Ward, in press) 

The notion of trust on the part of the consumer toward the advertising 
source has received a good deal of attention in recent years, especially with the 
proliferation of electronic commerce. Trust on the part of the consumer has been 
found to make consumers more likely to do business with the same company 
(Doney & Cannon, 1997), and lack of trust has been found to be a stumbling 
block for many consumers when responding to Internet marketers who desire 
personal information (Hoffman, Novak, & Peralta, 1999). 

Despite the drawbacks to e-commerce, some scholars are optimistic that 
interactive media will serve to enhance consumer trust (Forrest h Mizerski, 
1996). Int~ractions between consumers and advertisers require the exchange of 
information, as in instances of technical assistance related to the product Such 
interactions may serve to strengthen a bridge of trust over time. 

SUMMARY 

Advertising media indude broadcast and electronic m& a d  plintsmr~e5. 
Prdt'ertismg?i distin,~heOiivmpzrsonaPI seIIing, WE& q r o y s e e  medinm 
of interpersonal communication 

SeveraI modek of media effects have been a d m e d  though MP years, 
including the bullet or hypodermic needle model, the limited effects model, 
and the transactional model. The last of these recognized that many factors- 
specific characteristics of the sender, the message, the transmitter or channel. 

- -- 
the audience as a group, and the individual audience member--could mitigate 
media effects. 

The power of an advertising message to persuade an audience member 
depends on many factors, such as an individilal's mood and predispositions, 
other individual characteristics, or the likelihood that a message will be 
thought through carefully. Communication researchers have identified m q  
different individual characteristics of consumers that influence media effects. 
One theoretical basis for individualized effects is called selective exposure. 
Each person is motivated by different factors to use particular media and seek 
different messages. People watch, listen to, and remember media messages that 
are consistent with their attitudes, interests, or predispositions. A person's 
motivation to use a particular medium, the person's emotional state at the time 
of consuming media, and the person's prior experiences and knowledge all 
influence effects. 
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SECTION THREE 
Key Arms of 
Resmrclz 

Involvement on the part of the audience member is an important compo- 
nent of selective exposure, attitude formation, and attitude change. Involve- 
ment of the media user can be loosely defined as personal connections with 
media content- 

Involvement refers to the amount of control exercised over a medium by a 
user and the level of cognitive processing required. Print media typically are 
high i~.rvolvenrerlt, considering the reader's level of control and necessity for 
information processing. Broadcast media such as teleGision typically are low 
i~zoolveii~e~lf, owing to the viewer's lack of control over the rate at which the 
information is received and f i e  low level of processing usually required. 

Low-invobement television advertising proves most effective for devel- 
oping product recognition on the part of the consumer, and for brand percep- 
tion rather than attitude change. High involvement print media work best to 
make product messages known to audiences. 

D i e r e n t  television programs evoke different moods. A person's mood 
affects invoivement, a person's response to  a n  advertisement, and subsequent 
consumer behavior. A n  iizferncfion effect occurs between the mood invoked by 
the media context (program) and that of the embedded commercial. Cornmer- 
dals with emotional tones or moods consistentwith the inedia context are more 
effective than commercials with tones different from those evoked by the media 
context Consistency theory posits that viewers wish to maintain a @ d a r  
mood for the duration oEa p r o p a m  

h o l v g m e n t  sixdies empfmsIze 5-arious consumer c!racteristics that 
d t t n  i n m e d i a - M e d i a  c o a t  studies focusupon media contenk or stim- 
TXE rather than on particular consumer charaGeristics Different j p e s  of media 
context studies indude cognitive response studies, observational studies, stud- 
ies of psychological measures, and priming studies. 

Prolonged =Tosure to the same ad sometimes causes advertising wearout, 
when consumers feel resentful and sometimes irritated. As a result, effectiveness 
of the ad declines. Three "quality" exposures to a particular ad are needed for the 
ad to be effective. Print ads produce greater effects for low-awareness brands than 
hig11-awareness brands. Low-awareness brands need to be run more often, but 
high-awareness brands are not so dependent upon frequency for effectiveness. 

If an advertisement is to be persuasive, a consumer must comprehend the 
message. Miscomprehension may result in misunderstanding and severely 
limit the persuasive power of the ad. 

Recent research has focused on marketing communications in the interactive 
media environment. The dynamics of interactive media are causing researchers 
to enter uncharted territory with regard to marketing communications. 
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