The Study of the Image

Trevor Millum

In this article | present an overview of some of the major concerns of Im.
Study for teachers in schools and colieges of further education who h
done some teaching in this area and would like to do more, or who

considering — perhaps hesitantly — introducing this area of work into

curriculum.

Themes and Problems
Visual perception—or how we actually see —is only partially a concern
image study; as far as it is it involves the study of the physiology of
brain, optic nerves and so on, but becomes relevant when we move fr
physiology to psychology. The psychologists of the gestalt school provid
basis for understanding perception which underlies much of the writing
this area ie that the mind is an organising force which, given disorder, cha
senselessness, will attempt to achieve pattern, order, sense or meaning,
other words, the mind does not receive pictures in the passive senso o
cinema screen receiving images from the projector, it actively participn
in perception. Rudolf Arnheim, a writer particularly concerned with
relationship between the visual arts and human psychology, oxploros t
area in Art and Visual Perception and asserts that the mind has an Inn
tendency to establish balance and meaning in what it perceives and 1
‘seeing’ is a process of organising and exploring visual stimull, The slmpl
shapes, the commonest optical tricks, demonstrate something of this mar
activity, but organising ink blots and geometric figures Is only the hagl
The mind’s activity is not an isolated process, it occurs In o sooclal settl
Our perception of images —in pictures and in lifo = Is coloured and o
strained by our expectations, our hopes, our likes and dislikon Incosd
whole personality and cultural situation. As with all communication,
rely on and are constrained by already existing cultural undorstandings
Kepes, in The Language of Vision, develops this point using an oxample,
"We look at a photograph of two men sitting on a bonch and each u
of the picture brings up associations. One man is bottor drossod (I
the other. They are sitting back to back. Their bodies, tholr postur
are full of associative suggestions. We compare thom and contr
them, discovering differences and similarities. The imago bocomos
dynamic experience. It has a self movement because of the discova
opposition. The experience attains a unity as we fill out, with a [lvl
story, the latent human background of the visible situation, We do |
seo things, fixed static units, but perceive instead living relationship:
Note especially the last sentence. According to Kepes our minds continue
oxploro tho contradictory units within a picture until a satisfactory moani
I8 roachod,
‘Contradiction is then the basis of dynamic organization of the assog
tive qualitios of the Image. Whaen reprosentational unlts within the i
ploture contain statemonts whloh seem counter to the ncoopted o
ol avents, the spootator's attention s foroed 1o seek out the poasll




relationships until a central idea is found which weaves the meaningful

signs together into a meaningful whole.’ o
It is not, perhaps, essential to accept contradiction as having a major role in
visual perception to see the relevance of what Kepes is saying. The elements
within a picture might instead be mutually corroborative and the mind still
have to seek the central idea which weaves the signs into a meaningful
whole. Nevertheless, where there are contradictory elements juxtaposed, the
power of an image is — in my view — enhanced. This, of course, is the power
of metaphor, to which we shall return.

Erom work which stems from the psychology of perception we can
gain insights which inform the rest of our investigation, especially the ideas
of active perception and the importance of cultural experience in the inter-
protation of the images which the mind confronts.

Secondly, there is the question of the relationship between reality and
its visual representation. A picture is not the same as the item pictured. In
our everyday vision we perceive people and objects and see relationships
botween them but in a picture these items and these relationships are under-
lined: the picture has the ability to frame and present its visual contents and
to demand a meaningful interpretation. Random objects photographed to-
gother would still invite interpretation (even if that interpretation was ‘ran-
domness’ or ‘chaos’) whereas the same objects left lying around might
connote no more than ‘objects left lying around’. They would be Bma_,\
there, not presented. There is, then, a certain tendency to deceptiveness In
tho visual: the image appears to be what it is not, nor cannot be.

Visual representation—particularly in the form of photographs—in
contrast to linguistic representation seem to be the items they represent.
When we see a word, we do not believe it is what it signifies. (If we see the
word cow we never think that it is a cow, merely that it means cow; when
we see a picture of a cow we tend to say that it is a cow not that it means
cow.) A word signifies an item or a concept by virtue of an arbitrary con-
vention. There is no more logical connection between the animal which gives
us milk and moos and the word cow than between it and the word qmmam.
A picture works differently. It signifies the item by virtue of a physical
rosomblance or analogy, however few or many conventions intervene.

This leads us to two points of debate. According to C S Peirce (and
| am referring to Peter Wollen's presentation in Signs and Meaning in the
Cinema here) there are three types of signs: icons, indexes and symbols. An
lcon is a sign by virtue of resemblance (eg a portrait), an index is a sign by
virtue of an existential connection {eg the temperature of a patient registered
on a thermometer) and a symbol is a sign by virtue of an agreement by the
ono to represent the other (eg mathematical formulae or, indeed, éo&ﬂ.
Ono might be forgiven for assuming that all pictures were iconic signs by
dofinition and many people, notably Roland Barthes, maintain that the photo-
graph (the dominant form of visual image in our culture) is indeed iconic.
There are others, however, who point out that there is a direct physical
connoction between the subject and the image—the light from the subject
passing through the lens, affecting the light sensitive paper and so on to the
comploted print or transparency. Are the categories of index and icon mutu-
ally exclusive? Could not a photograph, like a bronze mado from o wax
Improssion, be both? Are these categories satisfactory?

Anothor quory, following this, is how far the phiotographio message
oan bo describod as uncoded, Barthos makes It ¢ antral polnt of Rhetario of
sk Imnna thnt thara la 8 lavel of meaninag.in tha _._...__..__:____ i lwvnl of

the interpretation of cultural messages—which is essontially uncoded,
although there is a ‘certain arrangement of the scene (framing reduc
flattening) . . . this is not a transformation. . . . We are dealing with
paradox of a message without a code’ — something unparalleled in hu
communication thus far. Barthes attributes a great deal of importance to
discovery but | find myself sceptical. Certainly one can admit the lac
involvement of a human agent in the coding of the message, but does
the camera act as a sophisticated coding mechanism which encodes
real three-dimensional world in an artificial two dimensional print—an
that not a transformation? Umberto Eco makes a similar point in Artic
tions of the Cinematic Code (as well as a number of observations on
analysis of the image which are pertinent). Until contrary arguments
advanced more forcefully it seems to be seeking out unnecessary comple
to see the photograph as other than—if we wish to use these term
coded iconic message.

Perhaps the major controversy in this area, which underlies mucl
what has already been said, is the notion of a language of vision. To \
extent are visual and linguistic systems comparable? lIs it possiblc
envisage a language of vision similar to spoken and written language-
hence a way of analysing which uses similar methods?

There are obvious parallels, but there are also crucial differences
tween visual and linguistic forms as S Langer (in Philosophy in a New
and Problems of Art) points out. Each language has a vocabulary ot
syntax. Its units comprise words which have individual and fixed mean
from which composite symbols and new meanings can be composof
visual image, while comprising various elements representing constit
parts of the object portrayed, does not comprise elements which |
individual meanings: areas of light or shade—for example—do not |
significance by themselves. It is, therefore, difficult to envisage tho
struction of a dictionary: a patch of colour of a particular hue and shapo
represent a nose in one picture, in another it may be the bonnet of a car,
Further, visual items cannot be defined in terms of others in the way
words or numbers can. These may be obvious points but they are cru
for if Langer is correct {and no one has shown convincingly otherwise)
will not be able to find a method of analysis at the same fundamental |
that we have one for our spoken and written language.

In order to find viable units of signification perhaps we have to n
to a less basic level, to identifiable objects or representational units, as K
would term them. Any notion that objects have a fixed significance, howt
is rejected by a number of people, including E Gombrich (in Art
/tlusion), who claims that a given item is not a code-sign becauso |
likely to have a number of qualities the significance of which tho cor
will determine. A flower blossom, for example, may convey amon{st o
alternatives the idea of innocence, gentleness, fragrance, softness, beaut
even weakness. Until it is placed in relation to some other visual Itom
linguistic item we can only guess at its significance. Guy Gauthior, howe
suggests that soeme signs, a privileged number, do have a fixad mon

not merely the Christian cross but also, for example, those disting
olomonts of Mitlor's physiognomy (his forelock and moustache) which, w
appliod to a photograph of anybody slaon faco, Immaediatoly connotes |
noss, brutallty and fascism, But opinlon overall concurs with Langar
Gombrlah. Agaln and agoln, wa come ta the difffoulty that "thera e
partioular analytie language corresponding to the partioularity of tha &




fiods of the connotation’ (Barthes). In other s_.o_,n_mu we omzqon compose a
dictionary of visual language—beyond n_.w}mu.m Qaé_:@ up a list of the more
‘obvious’ signs and their assumed meanings In um_‘.:oc_m._. n.o:”mx,a. :

Because of the difficulty of isolating a specific :E.r in the way that a
phoneme, or word, or sentence are units, a syntax of visual _m:m:mmma_m no
loss problematic. However, few qmmmm_.orm_.m.:.mé yet mnm_jnﬁ.ma 8. mSmM
and apply a system founded on the supposition that the basic c:.: _m:.mm
identifiable object and tried to work out a m<:ﬂm.x or m<mﬁ3 of a_m:osm. _dﬂu_
botween such units—though Kepes and o.%m_.m.:_:ﬁ that this may be a fruitfu
mode of exploration. In perceiving relationships and Qm&m:o__:m .Bm.m:_:m_m,
our minds do make subtle distinctions in terms of spatial .DOm_:o:_:m. m
take Kepes' example of two figures on a bench (see above): if 5m.< are bac
to back their significance is crucially different to that no:<m.<mn_.:, they are
facing each other, or sitting side by side, and so on. The m;m_m:o:m.. ﬂmm.mm
and expressions are infinitely variable and capable of generating an Infini m
number of meanings. Inanimate objects do not have the same power althoug
their effect can be considerable. To take the Delph advertisement as an
oxample (see below), it will not change .:._o message mﬁv_.mo,mu_x_x_ﬁ the
apples are to the left, right, in front or behind the umnxmﬁm. or the milk. ﬁ .n_.
Only perhaps with the apple in the milk could a new meaning _um generated.
But when we add inanimate items ({as props) to human action Em.mm:
vastly enrich the stock of potential meanings. Further, the whole noB_uow,.;_o:
of inanimate items (or props plus setting) and actors has the capacity to
signify meaning beyond that of the m:%io_:m_ items. The uroﬁomﬂmucmr no
loss than the artist in oils, composes the picture and that nano,w,;_o:. is
(oliberate. It can perhaps be expressed as the sum o.d. the _.m_mﬂo:m_,__mm
within the image, clearly capable of mﬂm::momﬂo? but _.mm._mﬁmﬁ.ﬂo.m,\m”m:;wz_o
analysis. To sum up, the parallels with linguistic forms is QM limited useful-
noss, but there are avenues which demand further exploration, notably the
patterns of relationships which exist within imcm_ images. .

Barthes maintains that there is a linguistic message accompanying
overy visual message — the caption, the speech U:UEW. the ad :mma__:mh for
oxample. The function of this message is .m:.n:o_.mmm J .ﬁ:m. selection 9«. c:mﬂ
mossage from the collection of messages m<m__mEm in ﬁ_._m image. The ,\,_mcmdﬂ
image on its own, Barthes explains, is ,uo:\wm:a_m.l. it gives us a cluster o
moeanings in an unordered presentation. The linguistic message nm.UEEm one
of these meanings and gives it priority. We might oo:.ﬁ__mmﬂm..%._m formula-
tion somewhat by pointing out that the function .9A ::.w linguistic message
in some cases, particularly in advertising illustrations, is often to present a
socond (sometimes complementary, sometimes m:ﬁ::m:ﬂ. meaning m._o:mi
sido the dominant visual meaning(s), rather than underlining one which is
nlroacdy present,

Nevertheless, one can accept a general notion of m:n_._o:..u_@m as a useful
working hypothesis—we all know how our perception n.u_" a U_nE.S can alter
according to the caption beneath—without :momwmmm_i agreeing that all
visual images have a linguistic component; we can think of cartoons, snap-
shots and road-signs which function alone, Logically, .:6:, anchorage be-
comes a possibility rather than a necessity. For even @_<m: a om_jn_ax poly
somic visual image our minds will produce a meaning as Wo fill out with a
living story, the latent human background of the visiblo altuation (and)
aook out tho possible relationships until a cantral idoa in found whioh wanven
the moaningful signs together In a moaningful whola' (KKapon tn The Eanguage
al \isglan ) It olomaont o tho orgh ey il miy Himage

IS necessary It the producer wishes 10 "‘anchor the meaning o1 the In
more precisely ie to discourage alternative ‘readings’ of the image. To a
artist it may be of little importance which meanings others derive from
image; to a newsphoto editor it is very important; to the advertising acc
director it is vital (though the photographer who provided the picture is li
to be quite uninterested). Where economic or political power is invol
ambiguity is not allowed.

The procedure for the analysis of visual images most commonly
forward Is a method which supposes the existence of a number of level
layers of meaning which need to be carefully excavated and distinguis
one from another. Apart from the linear concept implied (ie that there
top layer which needs to be uncovered before the next layer) | wi
accept this as a useful approach. Logically, the levels can be viewed simt
neously or in reverse order, though there may be preferable or conventi
sequences which one would arrive at empirically.

Erwin Panofsky presents useful ideas in his work on iconography.
suggests three levels of meaning: the level of primary or natural sub
matter — ie lines, forms, colours and their relationships; the level of secon
or conventional subject matter which is concerned with the wider culture
the connection of motifs with themes and concepts; and thirdly, intrl
meaning which is known by ‘ascertaining those underlying principles wl
reveal the bhasic attitude of a nation, a period, a class, a religious or pl
sophic persuasion — unconsciously qualified by one personality and ¢
densed into one work.’

Barthes’ work is crucial here. In Rhetoric of the Image he usos
example of a display advertisement from a magazine to demonstrato
semiological analysis he feels is appropriate. He proceeds to analyso 3 mi
ages, a linguistic message, a literal or denoted message and an Intorprota
or connoted message. The level of denotation is concerned with what, ©
simple observable level, is there. Objects or beings, free of associal
merely identified. A black fist is a black fist and no more than that; slinil
a rose, a cat, a configuration of clouds.

The level of connotation is the level of interprotation. Analyuis al
level is concerned with the meanings which are associntod with tha
stituents of the image, the meanings which are oevoked In the Indivii

reader. These meanings will vary in number and In importance acoord
to the individual and also according to the item or sign og a swanstikn
very particular meanings and associations whereas a cup contalnlng o bri
llquid may have hundreds. Nevertheless, all the possible moanings will
part of the common culture within which the sign was produced and wli
which it is seen and comprehended.

It will be apparent that analysis at this level Is liabloe to bo subjo!
to a greater degree than at other levels. The elements of a plcturo In tol
of shape, light, colour and so on and the items rendered by thoso o
figurations can be Iidentified almost completely objectively; at tho lovil
Interprotation woe are thrown back on the breadth of our cultural knowlet
our sensitivity, our awareness of our subjective biases. Tho idoa of loy
of moeaning has been accepted and developed by many writors, Inolud
Gauthlor, Stuart Hall, Andrew Betholl and mysalf (soo tho bibliog
which follows),

Gauthlor makos a usoeful attampt to apply somiological analysis L
practlcal teaching sltuation and he draws attention to the problem of »
Joctivity In the intarpretation of visusl communteation. 11 1a o prablom In




interpretation, of course, but he is nﬁvm..wi right that it _mm ﬂ“m wm.m_ﬂwmocﬁ
the visual domain. Gauthier takes a similar mw_u“omo_,_ _80 :ﬂmmm mﬁ.zm no
i tation, but he als -
ladaing levels of denotation and connotation, -
:.:m@ m:, the leve! of style (including framing, angle, colour atc) as a con
r of meaning. . )
i Our ability mo derive meaning from the style & U.Bmm:ﬁmzo: “w mumﬁ
n problem which extends beyond the visual ME s:.___m: is %;Mﬂ_m:ﬁ_uﬂwmommm:v:
i i iffi fine, but we know
thore. Style is notoriously difficult to define, . _that el
i i i t white border signifies sometnhing
in crisp black and white with a nea : . T
tly lit colour picture ot the
different from a softly focussed and gently :
scene. The one has connotations of realism, mnEm__E. m:a aoM;BM:MNN
truth while the other has connotations of dreams, q.oq:m_‘.;_m_m_: an __“4 m, ;
tive life. Imagine then the connotations o*. an o__._um_z::@. a_ car ooﬂo:
charcoal sketch, a computer drawing. Yet, in Em.o:om.. we a.o Lzmwmu.ﬂw::m:
the basis of style without much hesitation or q.m:o:m__wm:o:. the _Q i
plcture (see below)} only works because we immediately understan

style, the conventions of portrait painting.

What procedure, then, should be adopted for the analysis of a .<_m_:m_ Mﬂmwm
Clearly it would be unwise to claim E.m..umam:o.m for any _.um_.:o_._ m_= .
over another: there is still too little empirical ..w<_am:om. _.s..___ M‘aa y m%m@am ot
an approach which synthesises many of the _a.mmm m:nm insig ts touc i
above and which | have, to some extent and s:ﬁ ncm:wmn mcommm.w, mn% .
to the analysis of advertising images in women's magazines in /mages

\H i . . =
"\_\ﬁﬂ,m:m:ﬁm of form and style, to take account o.* Snr:.ncm..:%ﬂ. a_‘wzﬁa
ing/oil painting/colour photography .mwo? colour, size, m:m_n. _mu u*:_:\
4o on. All these are potential mmm:_rmqw .<mﬂ.:o MM,\MMM_M*EMM een

analysing the relationship of signitiers 10 ¢ -
_“w.:w,:_mmwmmww m:m_«mmmmo* content (the level & amaoﬂmﬁ_oi to oo_wm_ﬂ mMmﬂ:.
onumeration of the elements in the illustration, ideally under three e
ings: people, setting and props. This m:m_Bmﬂm:o: s..oF.__a .ﬁmxm. mﬁ_uooc_: ol
both individual items and their relationships. An analysis on this leve cﬁ_um:
sorles of images would reveal recurrent patterns, Smmm patterns w:m :m
us to know which visual elements are common In o_,__‘.Smcm_ vocabu ary a
which combinations of elements are common and which are not, ._._:mm Umﬂ
haps, might lead to a sort of visual vocabulary and grammar (in so far a
B mmar).
_“ HH__a___w_ _M. mm_“.wc_a _aymm_:\ be pursued m:,nc:m:m.ocﬂﬁ These are the m:m?mmm
of linguistic message (with its crucial function of m:nro_‘.mmmv m:adﬂo. mn_.m
connotations of the content of the mB“m@Tﬁwm .EMN_M..H%#_Q level of inte
ot which is already ideological in a basic . .

“”_.__p_h_._ﬁmwﬁ_u_d. hm: evaluation of the context of the image Eom: _B_dma_mﬁmﬂ\ ﬂﬂm
gonerally), This would take mooo::ﬁ.woﬂs of the material ma_mnm..a Moo_A
image on the page {or wherever else it mnvom_.,mv maa o.* the SmmmN_:ﬂ_ ﬂrm_,“
gallery, hoarding where it appears: its social situation, One cou

go on to Investigate the wider cultural/ideological sotting, 2_.19_: _“.,.Eﬂ_m
bring us to an Ideological lovel similar to that dofinad by Betholl; H
lovol at which we claim, for example, that the situation of women in

sooloty In affectad by (and affocts) the Imagen purvayad In display nelvartls
ITRTH|
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An Introduction to the Study of the Image for Secondary Pupils

This selected set of images offer one way into the teaching of some of t
concepts dealt with earlier and hopefully it exemplifies the concept bel
discussed. The notes merely offer suggestions and may be disregarde
{(They do not attempt to cover the range of Gauthier's notes nor do th
attempt the depth of his analysis.) It is hoped that this relatively straig
forward exposition will serve to interest both teachers and pupils and
clarify some of the basic ideas of the study of the image. These illustratio
have been used with pupils taking a CEE course in English and Communic
tions. The pupils were sixteen and over and of moderate ability, havi
gained—on average—grades 2 to 4 at CSE in English. The course w
divided into two parts, taught concurrentiy by different teachers; one pi
was based on the ‘Image’ and the other on the ‘Word’. This division w
caused by staffing and timetable difficulties but proved to have some adva
tages. It was so arranged that the two halves ran in a parallel fashion,
that, for example, when visual metaphor was being dealt with the oth
teacher was concerned with verbal metaphor, and similarly with considor
tions of style, editing and so on. The study of the ‘Image’ was the startli
point for the ‘Communications’ side of the syllabus which developed into
study of the visual media, before linking up with the English-based ‘Wor
part of the syllabus to consider other media such as newspapers and radi
The final part of the syllabus consisted of practical projects. In spite of tl
maturity and motivation of the pupils, most of them found concepts su(
as connotation and anchorage surprisingly difficult to grasp. Many pupl
who were adept with written language proved to be quite disorientad wht
it came to visual material.

The images are arranged in five groups. The first four can be used as
way of introducing the discussion of the mind’s ability to select ar
organise visual stimuli and of our dependence on cultural experience ar
expectations in the interpretation of images. The second group (5-7) try |
present illustrations which will enable the concepts of denotation and col
notation to be understood, whilst allowing a consideration of the ramific
tions of the first slides to be maintained. The third group (8-13) preson
material which leads into discussions of the meaning of symbol, metapl
and the power of juxtaposition and contradiction. The next two (14-16) cn
be used for any of the purposes outlined already. They were used in pra
tice with particular emphasis on the function of anchorage. The final tw
(16-17) presents material which might stimulate ideas on styles of prosoi
tation. One should then move on to a more detailed consideration of th
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purpose of each image, its social situation and the underlying ideology.

The aim of using the first two images is to demonstrate by means of
well known ‘optical illusions’ and an abstract painting that seeing is not a
passive process by which the brain merely receives images. Seeing is an
active process by which the brain organises stimuli into an image which
makes some sense. The first image which includes (a) an ornate vase of
two faces, (b) a Maltese Cross or white lines on a black background and
(c) an odd number of lines and unfinished boxes, is discussed at some
length in Screen Education 13 Winter 1974/75 and provides a good starting
point, The second (a picture by M Noll taken from Graphis 161} is a
stimulating follow-up. Do the pupils see black lines on white or white on
black? Which curves are troughs and which are ridges? Is there a sensation

of movement?

The above images show a close-up of a pig’s face and a photograph of a
woman from the Sunday Times Magazine feature on Suffragette hunger
strikers. Any image of a human face will suffice for the latter. The slides
can be projected out of focus and gradually brought into focus untii pupils
recognise what is portrayed. The human face will be recognised rapidly;
some pupils will have difficulty seeing a pig even when they have been
told it is there. One can point out the way our minds try to make sense of
the patches of light and dark, the shapes and the colours until a satisfactory
solution is found. Familiarity with the human face leads us 1o perceive it
roadily—often in situations (shadows, clouds, coal fires) where it is in fact
absent. Not only are we (most of us) unfamiliar with the faces of pigs,
but we also do not expect to see them. Further, our conventional image of
the pig is a side view of the complete animal with snout at one end and
curly tail at the other. This picture goes against many of our visual expecta-
tions. {Lighting, close-up and camera angle are all important here. | have
not, in this set of images, attempted to deal with photographic technique
but pupils should be made aware of the existence of such techniques and

their uses.)

Here we move on to the next level of analysis (the first boing that of
mere perception, of the rolationships of shapos and colours), with tho

concopts of denotation/description and connotation/intarpretation, Tho
Bolalr advertisement presents the cigaretio pack alongalde loed ks and
fronh grapos, In this oxamplo wo have ong of the milliane ul wdvartining

W VY ettt T amllaarats. Tha

meanings .no::o.nma by the items beside the cigarette packet are intende
influence judgement about its contents. At this point the tefms metay
and m<3wm_ could be brought in and the differences between the two
m_.cmmma ._u:m*_,\..“._,_._m caption says ‘Fresher tasting Belair Menthol King
wo points which should be made are {a) that although the image is 0
m3c_<mm_m§ or polysemic nature and open to a variety of interpretati
Mﬁwﬂ _M.a_.uﬂmﬂm:c:m are still nevertheless excluded, and (b) that inter
Heen | m_mwm_.wuﬂm. the experience of the individual receiver and his or

o_,.m<m<mam" one dark and unkempt, the other with fresh flowers an
bright Ecm.mw<. These two images should be used in conjunction with ¢
m::m_.. The items denoted are similar; the connotations are dissimilar, Tl
images can be :m.ma to lead into a discussion of how similar two _u._c:
can w.um while wrm_« connotations remain distinct. Also, if one cannot |
two images with identical denotation but different connotations, how
one have Q:.n_“m:w:ﬁ denotations of the same connotations? East 5,.:5_,_
ways mq<m§mm3mﬂ presenting five European tourist landmarks cma 0
man beer mug. ._..:_m advertisement is an example of the straightforward
of symbols in visual communication {common enough in other areas
;__“3 in adverts}. It is also, if one wishes to pursue such a line, an oxﬁ._“_
m‘_ mm\”:m__naonrm where the part stands for the whole( in this case doubly
e Colosseum stands for Rome and Rome for Italy, and so on).
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March of the 1930’'s and the lower half a black and white photograph of
an undefined upper-class gathering. It could be an advantage to mask the
caption when first showing the slide. The juxtaposition of two different
images produces a meaning which is not present in either image individually
(exactly the way in which all metaphors—verbal or visual—work). Attention
should be drawn to the content and style of each picture and to the fact that
a meaning such as class conflict or social injustice Is forced upon the
viewer: it cannot be escaped.

Sunday Times Magazine cover: a portrait of Idi Amin in the full regalia of
the ‘Queen’ against a traditionally English "portrait in oils’ background.
The juxtaposition of two disparate items again produces a powerful mess-
age. The regalia of the monarch together with the traditional background
surrounds, instead of the Queen, 1di Amin. The effect is humorous (as so
often with pictorial incongruity) but the meaning can be interpreted in
different ways. Apart from more obvious questions one might ask to what
oxtent the cover reveals a political standpoint (and then compare with 9}.

Delph skin freshener and cleansing milk advertisement, showing product
plus apples and milk. The Delph advert (caption: "Give your skin the simple
life’) is a more simple example of visual metaphor. The apples and the
milk bring to the product the additional meanings of health, nature, nutrition
and freshness. It might be advantageous to use this picture prior to the
‘richer’ images 9 and 10.
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11
Gerald Scarfe cartoon: Healey as King Kong hanging from Big Ben, grasping

a pound sign and attacked by planes bearing ‘Left’, 'Right’ and 'IMF" labels.
The last example in this section demonstrates the use of metaphor in a
cartoon situation. One might discuss how a&pt is the comparison of a
Chancellor of the Exchequer with King Kong and some background informa-
tion would probably have to be provided for most pupils. It is interesting
also for its lack of a caption.

Africa cover presenting the Statue of Liberty plus a black raised arm and
clenched fist. This, and the next few signs, can be used to illustrate the
concept of anchorage. The visual image, being polysemic—ie having many
messages, needs a linguistic element to pick out or anchor tho particular
message which the presenter of the image intends, Tha Image of tho Statuo
of Liberty taken in conjunction with the black salute 1n rich In ponniblo
moanings, Tho actual covor-story title hans boan masked 11 was, In fhot,
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Cartoons: (14) a woman speaking to a mechanic in fron

in s.._.:n_., a man is slumped in the passenger seat; :mvﬁmodﬂumzwﬂ_ﬂsq%__mﬂ

foot in a midget bed addressing a doctor (from Weekend). Pupils may

m_mr:,\ to anchor the Bmma:mm of these two pictures by devising captic
'8 o:m:._m_. ones were ‘Can you repair it before by husband regains ¢

sciousness?’ and ‘It's my foot — it keeps going to sleep.’ h

16 17

The final images raise the question of style and technique, One
M* wuvﬂomo:_zm this might _u.m to examine these images and to _ﬂ._::__:\ tl
ow:”%xﬁNm:a purpose mmoo_.n__sm to their style, The first is a news photogr
= vm %_uﬂm:: explosion (taken from a Sunday Times Magazine roprod
c::S m%xm%dmmmﬂoo:a is a record cover (Led Zeppelin 1}, One could thon
o g ne how we know a news photograph is a news photograph |
oo:_M_Scm <mﬂ__m03e3 illustration and so on. The comparison of tho |
o co :wm to show how a news photograph can be schomatisod by
shinery of graphic art, The urgency and immediacy of tho nows phe
_e:h__u“d I8 transposed into the picturesque glossiness of the record c:s:_ [
=~ _:_ point that it would be useful to discuss how wo road and :_z__:.m,:
n Imago through its style, the extont to which wo depand on past culty
:x_.:i:::._z In making Intorprotations and the oxtont to which the .__:_
had thuws far holpod to sonaitise and davaelop puplls’ ...E::.::::. ol the __3_
of modiation though which any limage passos belfore the readar seon e
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