
AESTHETIC & PICTORIAL C O M M U N I C A T I O N 

Münsterberg's idea of the spectator 's relation to the cinema is an 
interesting point-of-view concerning the role of the spectator, and 
cognitively speaking Münsterberg was ahead of his time in noticing 
the activeness of the spectator, and the individual and personal atti-
tudes, experiences, and interests that will affect the unique decisions 
in question. Far less was understood about the workings of attention, 
imagination, memory and the emotions.165 

David Bordwell has made differentiations between four kinds ot 
meanings: referential, explicit, implicit and repressed or symptomatic.164 In 
searching for referential meanings the perceiver may construct a con-
crete "world", in constructing the film's worlds, the spectator draws 
not only on knowledge of filmic and extra filmic conventions but also 
on conceptions of causality, space, and time, and on concrete items 
of information. In explicit meanings the perceiver may move up to 
a level of abstraction and assign a conceptual meaning or "point" 
to the fabula and diegesis she constructs. In implicit meanings the 
perceiver may also construct covert, symbolic or implicit meanings, 
units of which are commonly called "themes", or problems, issues, 
questions and so on. The perceiver may also construct repressed or 
symptomatic meanings, which are like disguises; they may be treated 
as the consequence of the artist's obsessions.165 

IMAGESAND REFERENCES 

Raymond Durgnat has suggested that the te rm "syntax" coming f rom 
linguistics which deals only with distinct and prespecified forms nor-
mally implies the bringing together of distinct units, but pictorial 
form evolves extension and continuity and from this angle pictures 
are nothing but syntax, the only pure syntax there is.166 For example, 
a line is not really one distinct unit after another, it is a unit by being 
an extension of the same thing: a line is not syntax of points. The 
form of each and every object is adjusted by its viewpoint, and by 
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their relationship with one another, so that depending on the point-
of-view each perspective of a shape is different, and this is one of the 
basic differences between visual perception and language because, for 
example, the shape of a verb does not change, but the shape of a table 
changes depending on the viewpoint. For example, a basic rule, not 
only of pictorial but also of visual perception is: If two objects seem 
to overlap, then the completed one is in front of the other. '"67 

Rudolf Arnheim has demonstrated that images can serve as pictures 
or as symbols; they can also be used as mere signs.168 The three terms 
(picture, symbol, sign) do not stand for a kind of images; they de-
scribe three functions of the images. A certain image may be used 
for each of these functions, and will of ten serve more than one at a 
time. An image serves merely as a sign to the extent, which it stands 
for a particular content without reflecting its characteristics visually. 
To the extent which images are signs they can serve only as indirect 
media, for they operate as mere references to the things for which 
they stand, not analogically, and therefore not for thought in their 
own right. However, numerals and verbal languages are t rue signs. 
Images are pictures to the extent to which they portray things located 
at a lower level of abstractness than they are themselves. They do 
their work by grasping and rendering some relevant qualities (shape, 
colour, movement) of the objects or activities they depict. An image 
is concrete in itself, but it is abstract f rom what it is a picture of. In 
the visual arts people often mean abstract to mean non-representa-
tional of anything that one can recognize, but even representation is 
abstract in the sense that it only picks up some aspects of the thing 
it refers to it. A photograph is semiabstract in the sense that it leaves 
the object; it reproduces some aspects of the object, but not others, 
for example, shading but not depth, and in a photograph one of ten 
looses the contour of things. 
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Abstractness is a means by which the picture interprets what it por-
trays. A picture is a statement about visual qualities, and such a state-
ment can be complete at any level of abstractness. Only when the 
picture is incomplete (ambiguous or inaccurate) with regard to the 
abstract qualities, the observer is called upon to make his own deci-
sions about the features of what he sees. An image acts as a symbol 
to the extent to which it portrays things, which are at higher level 
of abstractness than is the symbol itself. A symbol gives a particular 
shape to types of things or constellations of forces. As symbols, fairly 
realistic images have the advantage of giving flesh and blood to the 
structural skeletons ot ideas.16'' 

Trevor Whittock thinks: "For the symbol to be successful the vehicle 
must be rich in figurative connotations."170 Symbols allow events to 
represent other events, possibilities and abstractions, which do not 
exist as objects of sense exist, though some may be hidden in deep 
structures of reality. We categorize the world into separate objects in 
perception, and we describe the world as being made up of separate 
objects by the words in language. It is an interesting question how 
far perceptual and verbal classifications into objects are the same. 
They are certainly similar, but there seem to be hardly enough names 
for the objects into which the world is divided perceptually. During 
perceptual learning - such as when learning to see biological cells 
with a microscope - new objects appear f rom initially random or 
meaningless patterns. When given names, such as 'nucleus' and 'mi-
tochondrion' , the student sees these patterns as objects. What is seen 
and accepted as objects also depends upon whether they are regarded 
as functional units. A hand, or an arm, or the pages of a book are 
functional units, though they are complex structures. In microscopy 
the criteria for what is a functional unit may be highly theory-laden, 
and so may change as theoretical descriptions change."171 As R. L. 
Gregory puts it: "The most striking - and a unique - feature of Mind 
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is the acceptance and use of things as symbols standing for other 
things."172 

Arnheim thinks that human mind might be forced to produce rep-
licas of things, but not naturally.173 Memory retains or exaggerates 
significant things, and easily forgets the rest. E. H. Gombrich thinks: 
"... we generally do take in the mask before we notice the face. The 
mask here stands for the crude distinctions, the deviations f rom the 
norm that mark a person off f rom others. Any such deviation, which 
attracts our attention, may serve us as a tab of recognition and prom-
ises to save the effort of further scrutiny. For it is not really the per-
ception of likeness for which we are originally programmed, but the 
noticing on unlikeness, the departure f rom the norm which stands 
out and sticks in the mind. '"7 4 

For example, caricatures, in the sense of pictures that capture the 
"essence" of some represented object, are recognizable for people 
quicker than photographs.175 A caricature is surprisingly faithful to 
how the mind remembers things, and Hochberg thinks that various 
objects with which we are familiar have canonical forms (i.e., shapes 
that are close to the ways in which those objects are encoded in our 
mind's eye).176 Also, in addition to the visual features of the repre-
sented object, there are non-\isual features that might be encoded; 
thus the caricature might in fact not only be as informative as is the 
accurate drawing: it might even be more directly informative for the 
task that the subject is to perform.1 7 ' Hochberg writes: "Neverthe-
less, the way in which the physiognomy and expression of Mickey 
Mouse is encoded and stored must be identical in some fashion to the way 
in which those of a mouse - and a human - are stored. It is very likely 
that these similarities are not merely the result having been taught 
to apply the same verbal names to both sets of patterns (i.e., both to 
the features of caricatures and to the features of the objects that they 
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represent), what we learn about caricature will help us understand 
how faces themselves are perceived. '" '8 

Symbolic interpretations that make one concrete object stand for an-
other equally concrete one are almost always arbitrary. We cannot 
really tell whether a certain association was or is in the conscious 
or unconscious mind of the artist or beholder unless we obtain di-
rect information, which needs analysis. The work ol art itself does 

' J 

not offer the information, except in the case of symbols standard-
ized by convention, or in those few individual instances in which the 
overt content of the work appears strange and unjustified, unless it 
is considered as a representation of different objects of similar ap-
pearance. 

OBSERVING PICTORIAL ELEMENTS 

Pictorial art attempts to capture the three-dimensional structure of a 
scene, some chose view of particular objects, people or a landscape. 
The artist's goal is to convey a message about the world around us, 
but we can also find in art a message about the workings of the brain. 
Many look to art for examples of pictorial depth cues, perspective, 
texture gradients, and so on. Pictorial art can tell us a great deal about 
vision and the brain if we pay attention to the ways in which paint-
ings differ f rom the scenes they depict. We might learn that artists 
get away with great deal impossible colours, inconsistent shading and 
shadows, inaccurate perspective, the use of lines to stand for sharp 
discontinuities in depth or brightness. These representational mod-
ifications do not prevent human observers f rom perceiving robust 
three-dimensional forms. Art that captures three-dimensional struc-
ture of the world without merely recreating or copying it, offers a 
revealing glimpse of the short cuts and economies of the inner codes 
of vision. The non-veridicality of representation in art is so common 

90 


