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. ADVERTISING AND ADVERTISEMENTS: , //
. THE SIMPLE ART OF GROUPING-I /

i -
Stiddying advertising is like looking at the head of Medusa.. '1/‘0 analyst.s

and critica, t.he subject has an almost.obsesalive fasci?a.tion. B f./because
advertistng is so pervasive and culturally ingrained, we are ¢ften unable to_
conpletely see it.' and all its spake-like strands. So we ‘a 1y discretion and,
This easay will offer a.not.her glimpse at the Medusa of advertising by
developing an aesthetic theqry of advert.iaing. Borro'hd.ng from the work o\I
Schuds;m, Goffman, Carey and others, this paper will begin with the prenfise‘ that
advertising is a ritual, that it provides cultural roles and reinforces our

perception 6f our common exporience. It will demonstrate that advertising and

advertising art are a process that both draws from and systai;xs itself at the

L well of general culture, while at jhe same time serves to makq culture com-
. mercially recognizable. More important, this essay will suggest how ritual is
invited and effected through a phencmenon /oallué "grouping.” ] ‘
- Grouping is the fv.mdﬂt.ion of this aesthetic theory of advertising, and
because advertising must function as part of the larger marketing process, this
essay will.also show how the phenomenon works at the level of ‘cug.tural subdividing
that is market, segmentation., Next, the paper will ;xnmine how grouping is employed
as-an artistic tool in the greation of advertising art. Pinally, it will be
suggested that an aest.het.ic theory of advertising can be used as an imt.rument
for evaluating how well an advertising artist communicates.
It vill be beyond the scope of this paper to show how _indj,vidual images,
values or emotions are grouped to attract target iudiencea in specific adver-

tisements. However,. whether we look at advertis

nts as isolated artifacts
® . .
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or at advertising art as an aesthetic process, we must ground curstheories
in aévertising's social and economic contexts. The fundamental intention btehind
advertisjng is to provide information upon whijch natural man makes commercial '
decisions.l Culture supplies the raw material for communication, Grouping
articulates the form of culture in advertising. - x ‘
In an uﬁpublished paper sociologist Michael Schudson says that advertising
should be studied within ifs gsocial, cultural and eccnoadc con‘t.exts. As an >
.institution advertising helps producers and consfmers understand their roles .

2
in an economic society. Schud.son cglls this "cdpitalist realism." Advertising

provides parables of living in a capitalist world. Moreover, advertising socializes

a commodity. It may give it a mater,ialist. value or a consumerist J(pr'ke) value,
but more Likely, it will infect the commodity with a fetishistic valye that
is derived ‘from the product in its social context,‘ sucl; as snobbism.

Another sociologist, Erving Goffman, adopts the perspective that advertising
and its rcle should be’viewed in terms of dramat.urgy.> Advertising, Goffman says,
acts 'as a presenter of social ideals and instructs people in how to perform )

as soclal act.orl-s. In this capacity advertising\:ewes to maintain the status

quo, but more important, elevates the status quo to a level of ritwal, Goffman

calls this pj‘ocess “Iv'per-rit.ualizat.ion."h As an institution, advertising

distills, streamiines.and caricatures soclal actions. Through advertising,
J'a comgmerrlréarns not only what to btuy but how to act. By providing 'emples,

advertising invites participation.

Carey, too, 1.1.ker-:? comunication to z‘fx.t.ua..'!..5 He _saya that co:n&unication,
of which advertising is & part, is‘a process——a process of ordering experience.

{
Communication is synonym%s with culture btecause communication is a symbol

of and for reality., We cannot communicate, Carey argues, without ai\ao per-
forming & ritualistic act, maintaining society and redefining its shared beliefs,
. fellowship and comnonality. Communication is a form of human cormunion, and
T
n

B
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Carey bewt see it in that context, .

Al *’
Market sepmentation--—concretizing orde in culture

F

Culture is the universal reserv8ir of shared beliefs and sharéd c_zmotions;

group experience, needs‘, want.s,.arf.ifacts and art which we draw upon for com-
munication. At one and the same €ime, culture is both an amalgamation and a
set of atomized segments. It is an amalgamation in Ga‘rey'a a;nse of amassed and
ritua}ized COImONness, a primordial soup that humans use as an :lixir for inter-
action. . The marketer, however, makes a distinction between culture, the %o:;znon
bonding agent and well of humm} ex;')erience, and cult.ure: the set of groups of
people. While the advertiger—as-artist draws upon the former culture for ideap
to attract publics, the advertiser-as-marketer first. examines the latter culture
’to determine who those publics are. The marketer cannot afford to see culture
or society as r}anogeneous. He maiintains that mass culture 1s hetercgenecus and
ccmpoued of smller, identifi&ble segments of people. Once discovered, these
more crisply outlined group? of folks can t.hen be said to be relatively hmo-
geneous. Kotler would say that they are clusters and repmsent. "ratural market
eegment.s.{'6 At ttue level of clu_st,ers, the marketer can say that one segment of
_people has shared wants or needs tlat are not the same,for a sedond a;:gnent of
people, although both groups are linked by common culture.

Kotler defines marketing as t.he mansgexzent of exchange pro-:eases.7' In an
éxchange there is & reciprocal transfer of value between an orgarization and a
consumer. The organization meets a customer's needs or wants by providing &
product o/r service that provides aatiafacticm.' The consumer, in turn, exchanges .
rz:oney’ 1";r the actualization of his perceived need or want,

In advertising art & similar exchange takes place. ‘Later in this essay
we will ae.e that there is reciprocit.y‘in the commercial infomat.ior{ environment as

" well. But the value that is exchanged between the advertiser-marketer and the

viewer-consumer 1s not material, Rather, the value exchanged is

Y ‘
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percéptual energy that previous to the marketing commurication was only potent.al

energy. '

-~

Market segmentation is the .c;ancreti ng of orders in cult.;er through av
process of grouping. The bases for grouping may be geograph?.c, ge.mograpmc, ]
psychographic or behavicristic, But wimtever method or combined methoc&s of groupirxg
that .ax(e used to seglnent‘. largex: culture, the outward. evidence of this’process of
group?,qg is evident in advertising a;md advertisements, Through mar‘-ket. research, ‘
the afivertiser detesmines the cegments 5f people likely to purchase particular
products,or'services. Then, in target marketing the mzrketer-advertiser selects
those groups that the 'comparv c8h serve most effectively, devises advertising
campaigns i.o reach those ‘.people and creates advertisements that are designed to
articulate the n‘tess‘dges of the marketing mix, In this sense mdvertising is par’t..
of a system that 1s designed & t.ransfgr utility and property rights .fro;n one
pergon to another, It is an ;:ffeet. of soclety rather than & cause, which complements

the holistic perspective of Carey and others.e.
P

In t.arge:ing certain groups of people fr{persuasive messages, Kotler says
that & firm has three possible s\rategies. It may decic.le to use undifferentiﬂted ¢
marketing and try to attract the largest part of the market with one offer and
one marketing mix, If its rescurces are not large, the firm may choose to use
concentratqﬁ mrke.t‘.ing and go after & narrow market segment with the ldeal
offer. If the competitive environment suggests it, the firm may use the most
coamon z;pproach today and employ difrerent}ated marketing,' d?ciding to go
after several market segments with dii‘ferent: offers and marketing mixes for
each:9 . . ‘

v - - S

But lmat,ever'atratem is chosen, it 1s essential that we understand that
the marketing impulse no longer starts at the top of the marketing hierarchy

L2

with the manufacturer. Rather, marketing begins §t the buttom with the consumer,,
: ‘ .

6 ~
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or better stated, with that group of consumers who share commuon preferences in
the form of needs or wants, no matter whether those preferences may be homo-

geneous, diffused or c}»a{ered. The advertiser-as-marketer says that his role
is to group those i‘nqﬂ.viduals as efficiently as possfble by common needs or
wants, discern how t.Lose needs or wants can be ma'de physitally manifest in a

-—

product or servace, and communicate that information to his employer, the

-~
‘.

manufacturer, ’
[}

This new marketing orientaticn is fundamen 1lly different .from the old
product.ion orientat{on. Consider the beer indu:%\ as an example. ,In the
archaic, production way of thinking, the brewer so‘IdJ one product. He gave
little thought-to trying to different.iate his product from competitors, except
by qualit? His thinking was that, basically, all bedrs were alike, except his,
which was not.ice,a‘giy, but not d;monst.rably, better., His advertising assmwt,
with constant- repetiti?n of the message and name, ev.rent:.v.m';\llsr every one wodld
recognize his brand and try his product. 'I'he bellief was that every single consumer'
would find his brar.zd superior, once the consumer was coaxed intc trylng it.

So the sole persuasive approach and marketing campaign used in that brewer's

»

advertising was, '"Buy thds beer!"

r
’

- Today,a the beer industry lives and dies on the \new market.ing oglentation.
Few brewers, even small, regional manufacturers, sell only cne brand of beer,
Markgt msgarcbers, using the principle of market segmentation or grouping,
determined that the market, which previously nad been understood to be undiffer-
entiated, had changed and become differentiated. \'&.th.i.r} the larger market of
all beer drinkers, there were identifiable groups of peuple who desired different
returns from their b:e?‘s, either in terms of pliysical ﬁroperties or images. 3o,
instead of having Just.. one beer, & premium, & brewer now usually offers five
producta——a super premium, a premium, a light, a popularly priced beer and an

imgort, For the advertiser it means that his role is more critical. Because

— »
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the brewer has begun to focus on market segments, the advertiser has to design
meg;sages targeted for clearly delineafed groups of people. Advertising has begun
to differentiate beers on the basis of information and imagery, not 0;1 brand. name
.al‘one. Now, a potential beer consumer can lodk at & specifi¢ advertisement and

the message should reflect & design gestalt that is the manifestation of t.he

marketing mix The advertisement's artwork is the signifier of the pupulat.lon grouping.

. + -

. -

Defining the simple art of grouping Y o '

[}

N .
¥ore than ?nything else, advertising is the simple art of grouping for mss

. F -
media. It is simple in Qts intemtion—tc provide mark?( information ™ seYl a
h

-~

product or service. It Us simple in Carey's sense in that it defines our fun-

a'\“tal commonntss by shcwing/ how we are interrelated directly through our quiture, '
Advertising is an art {n that it must be intuitively understood by the

perceiver, The gommunication rust be unambiguous with a ‘snap of a a priori
revelation.j It is a simple art in tha.t. it demands uncomplicated visual fields.
Becaugse he often m.;t. corimunicate with and convince mass audlenges, the
advertiser must rely on simplicity in his choice of artistic forms and how n‘;
composes them., . : N

| Grouping is the method by which simplicity and art are effected. Grouping
implies the choice of imges and forms, as well as their arrangement ;:it.hin
a visual or compositicnal field. The peycholegist. and art historian Rudolph
Arnhelim has atudied the psycho-physiclogical responses that viewers experience
when locking at visual fields. Fz}'om his research he has concluded that grouping
consists of cho?sin.g agyd arranging forms either by their similarity cor qproximit.y'
in visual i‘ields.lo The advertising artist performs this t.aek'by selecting and
composing images of visual details ubeca.use of thelr similarity to and mutual .
reinforcement of each other, as well &s their ability to support the eultural
link and persugsive intention that is fundamental in any advertisement. Further-

. :
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more, the artist will often place these ‘carefully selected images and visual «
- { £y
details in close proximity within the compositional fie 1d, because their physigal ,

immediacy- more sharply focuses and simplif‘ies. the communication. )

Trls same grouping by similarity and proximity is t.he fou.rfdat.ion of one /
of the market researcher s statistical tools.. A researcher will plot all accu-
mulated data fr?m‘ a market survey on a”graph. Then, in or:ier to find those

v

groups of people hat. are market segments and potential target markets for the
advertiser ba.sed upon shared wants or needs, the market sta.t.ist.icial:-.-d.ll draw
a line of regx’essiou t,hmugh that arrangement. of data on the graphs This lane
of regression, the simplest lin# possible combining all the relevant data and
populations, is nothing more than a grouping by’ similarity and proximity,
Amheim has described art as the discovery of the simplest ;Lal order
or groupling within the cona\t.r@int.s imposed by env.':’Lrﬁ'nm:nt.s.:Ll He maintains - :
t.h’is ordeQng pmcess is eEdent in both inorganic and qrganic systems. Using
Newton's rule that nat,ure s pleased with simplicity, Arnheim looks at the ex-
periment of water seeking its own level., He asks us to concelve of a beaker
wigh a glass partition di‘vid.ing the vessel into two compartments, On one side X
t.‘here is more water t.ha;n on the other., But when the glass partition is removed,
there is a movément of liquid from the higher side .to the lower, a pr;*e;s
called t;;'sion redu.;t.(on. In othe‘}\{ords nature seeka equilibriwn in the form .

of the simplest. order (one wa.t.er level) given t.he constraints (volume of water
A R

>

and shapf)of beaker) o ' : '
Arnheim then likens this physical exam;:le to art and visual perception. - He
says that the pem:iver attempts to find the simplest order or pat.t.ém of visual
forces in a field in whidh there could be many potenti;.i— groupings and conflictin'g
orderg., It is the artist's responsibility to visually articulate that simplest

of orders. But simplicity alone i1s inadequate and artistdcally counter-productive,

\




771 the viewer's brain. ‘So, it is cz'it.ical that the artist understand t.hat. the |1

r

pagea\ ' . L3 ‘NL‘“ r z . . .
J; ) 1 . Zt‘
Any work of art needs a structural theme, which provides vitality for the order

~ e

and gives it' meaning, and the artist attempts to com‘pos;z 8 design, or composition

that strikes a working; balance b;t:ween the simplcSt.‘:Qder possible within the
constraint.s of that theme, * L 2 ." -

The visual pattern the artist creates,.Arnheinm believes: will be duplicated
in the viewer's mfind &n aﬁe-t.o-one ba.sis. The points of, attraction in the

composition will be perceived, t.ransferred and recreated :I;fa visual field in
vistfgl movemeht or order that he chorgographs into his arjtfact. has aﬂrela’tiye
_energy level; that. this enelZy level will have to be reconstruct.ed by the viewer.12
i
An comunication parlance we could say that the artistic process is both
the encoding 6f a comppsition 'and the decoddhg of‘%hat ordering in7a visual 'field

P -

in the -viewer's brain, Hrt isa procesj because it démands both art.ifa.ct,-

the product of th; a.rt,ist. or comuunicator, a.nd the viewea‘-recelver. Art is more

t.h&n the rnent.al ordering of the artist. It is more than t.he artifact, I¢ it.

is ‘designed at all to be meaningful to otpers, it geeds t,he viewer's willing . ‘

perception and consumpt to complete the ¢orminication’ process. )

Betause, .adver't:isers laborjt in a comercial environment, they must follow

Arnheim's advice that in such circumstances, "There are good reasons for keeping

.2 structural fchema as simple as’ possible ard the expense of energy at a xzz.m.i.u.mm.“13 .

The enérgy composed into an adv'erusem;nt., if 1t is well designed, 1if it is

ar ist}ic,rwill elicit an equal amot;nt. of energy in perceptual response from
J;c‘.“l'us Vviewer, To prevent t.I}e viewer from avoiding an e';dVert.isement. due to his
perceived exhaustion if he has to ;xxatch the artist's effort with his added ~
effort; the advertisinbg artist must keep the ene?'gy level or entropy of his

artifact low. . ! .

How the advertising artist emp102 Arouping

How then does an advertisinguﬁrtiat create simple art? For-one thing he

10
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\ ) canhkeep the number of visual elements to a ‘minimum. The smaller the number

'
¢ -

' oxf elements : designer' has to order into a compusition, the q’uicker and easler
‘it is to order them. Similarly, the smaller the number of elerents in & com-

position; the ess chance for unbalanced grouping and comuniéation error.

Finally, the Yewer the elements in a composition, the more immediately atriking,

quickly perceiv and intuitive derstood is the design or advertisement -

.

. by the viehrer-con sumer, /‘

+

‘  <This design rule shéuld be applicable’"to,all media, but take a look at how
it works in i‘ull-page magazine advertising. First, the artist uses ar attractive
device to grab the viewer s attention, usuai.ly an illustration. A few milli-

seconds after that in ini‘ormation processing tima, the désigxer has to sostain

-

attention by e }tabushing the worth or credence of the viaual arrest. A head-
. line or title uﬂ.l éften be used to provide that flesh., In oﬁ'to 3ead the

*(iewer into the {ody copy, the artist will use a third graphic element), a subhead

(or subtitle, Then, there is nothing left to add in this comuon composition”

- except a graphic period, usually a siliouette, 11lustration of the product

package, a corporate slogan or a signature. r < #

Four visyal elezr.ente, then, often yorrstitute the simplest possible order
in many magazine advertisements, given the constraints of competing aduertisements
and editoria matter, and the necessity of effectively transmitting commer'cial
in.i'omation and imagery. 'Next, tl-:e advertising artist ca;\x combine design

principles to inject artistry into“the compoiition angd illuminate the commercial

-

themo, He uses the, .principle of dominance ta ensure that at least ons visual

/

Fel ﬁ eﬁnent attracta attention to the advertisement. He applies contrast, with its .
L
strong polarities and razor~-sharp divisions, to avold ambiguity. The artist -
A . ) .
employs harmony to demunstrate the shared relatiunshipa between visual elements,

ard the principle has a 'reciproc‘al effect pn the desi:gner because it forces

~ him to stress simple commonalities,
- * - {

11
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At first, the design principle of propertion may seem to run counter to the
, .
argument for sigfple grouping. To be sure, the advertising artist avoids t2§/7

" easy proportions g{\l:l, 1:2 ot 1:3 because they éte~toq_predic€able, and because

”

LY
they are so obvious, they make designs static and unattractive. Instead, the

*

artist tries to mim{c what classical Greek and Rensissance artists called a

natural proportion--& golden rectangle or golden mean. Arnheim would explain

: PNy
this 2:3 or 3:5 proportion in another way. Hé would sey that it'is a natural
~ - )

bpa;tion fecause it reflects a tension reduction or balancihg of external

Qg:& the simplest order given the constraints of nature.
desi-ner also applies "the rule of simple grouping in tdé use and
f I . b .
vreparation of illustrations in advertising. He tries to keep the numter of
S . 1

L !
peonle, thangs and visual vectors to a mirumum. When chcgsing & method of creating .

" perspective within a two—diﬁgnsiqnal frame, for instance, the advertising artist
~ . ’ .
dpts for a simple, linear yariety, the perspective of classical art. He avolds

’
Cubist interpretations because 5G¥h perspective has multiple viewing angles as

y

its base, and 1f it can be perceived, it is only through delayed, menEal reor-
I \

dering. -

4

In designing #llustrations the advertising art‘uses the same editing methods

as The photojournalist, since both have to be concerned with infompation overload
and econémw of space. The graphic designer uses the camera angle that provides
the greatest asznt of information, qet‘wbich compacts the meaning into the
smallest amoupt of space. He uses only sigrnificant detail, those items of visual
infoﬁhation that most efficiently tell the stor&- He edits out extranéous,
afibiguous, matefial either ﬁy éhopsing a different camera angle or by placing bJ;
lsubj’e;:t ina different environment. In advertiéing, wher% the artist has greater

% design freedom because he is creating allusion and image rathér than capturing
N . ] )
historical fact, he can airbrush unnecessary detail.

.

Simplicity extends even further. The désigner usyally composes two pecple

\ - ~ - . -
» .. -

12
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within an illustration in such a way that there is.a minimum of space between

Page 11

them. Too much empty space can split the franie and lead to conflicting centers

~

"of interest, In e.dvertising a.r"t,v the designer only)wants one center of interest.
Moreover, he often places it near the v,isu,al. middlie oﬁthe frame, That way, the

$1lustration can wit.hst?nd a Varietj‘r .of croppings, 'which makes it adaptable to

.
1 IR

a greater number of medla.

L

This placing of visgel elements upon or equidistant from compositional
-Axes is called symnetric&l design, and in advertising art the desxgner tends to
prefer symzetry. But the a.llegiarkce to symmetry goes beyond the ordering of
aubje‘ct.s within an illustration aloge. The graphic artist usually makes the entire
magazine advertisement symmetrically balanced on a page, and the choice is .
rat.ional. Symhetrical design is easy to compose. Each side is a mirmr image .
of the other. Often, the sensit.ive designer will provide slight aeymetrical
variat.ions within portiom; of the composition for visufl arreet., but.he Wil
balance the overalk design’by ozﬂder&g elements upon compositional 325. In
symnet.rica} &esign there 1s less that can go Wrong. There 1s less chance that

" the ft?rm will interi‘ere ﬂit.ﬁ; a\i'b.vert. or dominate the message.

}Indeed, sgmmet.ricalidesign provides other benefit.a'. It exudes dignity and

LS

elegance, It imparts an air of solidit,y and substance®to a product or message.
-

No doubt., the advert.ising artist uses, symet.rical composition too much. Yot

4
the timidit.y is due to soj..f.-imposed regulation., The designer uses symzetrical
design too often due to fealr, fear that the asymmetrical alt.ema.tive is too

risky, too consciously "arty;™ Yoo complicated forjass audiences.,
S ~ @ N
Advertising art’versus fine art - . v :

Artyork‘in advertising is usually a combination of verbal and visual elements,

, »

0 . - » ‘
“With the, visual more than likely used as the at.t.ent.ion-ge{u‘ing and aullience-
splecting device. In turn, the artwork must be seen in the context of Art in

N
] i [ l- _,*
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v general. lmule\ some would call the art in advertising a non-blocd reiat.iva of
. ;ir‘b, the procreator of the sublime,u it would be counter-productive tv separate
advertising art from the family of all Art. Both advertising art.and fine art
seek to persuade, and both cortain elemer:-;\of compromises ' . ‘E‘

The art in adveértising has been defingd as ritual made rea]..l5 It has

also been called “the official art of capifﬁlim."l6 In this view advertising
\' 3
hmgticns as a madical system.N In addit.ipn to utility, we must also buy

‘beaut.y, power, auccesa or social respect., and ad.ﬁerté&zg provides these magical \:
L ] .
properties in the imagery of art. : 'Y

"he.art in advertising haAs ;lso been defined as ;:ognercial art, or art
that facilitates commer::e. In t.hig sense the term "commerclal art" hLas come
to have a pejorative meaning for some. Purists sugg,eét. that there are two forms
of art——commercial art, which deals with money and profit, .and f!;ze arty which -
doe;z not, .

In order to avoid that categorical value Jud'gement, I have used the term

“advertising art." It is speoific to a genre, yet it is spared ary cornotations
(S 1] ¥ N

that arbitrariiy separate come}‘cial art from other forms. "Advertising art" \
”'ﬁaﬁ' and advertisements are t.he artifacts, t.ha i/‘ ‘
physical result of coordinatin;g the segmenting ;‘ocess of groyﬁing peop\e 9&{

. the~artistic process of groupipg visual elements.

As an @ﬁstic p;-ocess of g'

ﬁ Advertisements ugdally are not fise art. Moreover, while we wish &11 could
-»
be c;asified as good art, too often the art fn "advertising is pl?bian, tasteleas

or overworked and hackneyed.q At those moments it is awkward to sd%gest that

A

there is an aesthetic theory opbrating in advertising art. But, Dewey warns us =, ~

\

against. "t.uming to aeethetic canons of 'fine art' for clues to the pxperience
, - of art as art, because this takes art 'outside’ experience. w18 Dewgy constantly

!f R -
refera us to theo social context of art and t.he culture within wl‘jch artists creata,

’ [y

14
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Advertising art must be evaluated in tem’ of its commercial, selling
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inf,ention,<§_a part of & cult.t;ral rit.uz'il that formalizes consumption and behavior,
Both advertiser and consumr.share in the ritual and find meaning in it by ‘
ﬁerforming their respective roles., Advertisers are successful when tliey communlicate
t.hg shared cult.ur.e t:o cc;nsmers.a.s .fundament.ally as possible. Advertising art
works not because it.\imposes alien images. It works becausze advc;rtising artists
draw their imges from the same universal® well of culture and experience as fine
artists, although they may choose different images and gr;:; them in gther wa_vs.
Advertising artists know that, ironically, the cultural link f.orged in the ar}:woz‘k

of an advertisement usually is mgi"e impc;rt.ant. thdn the product advertlsed, !

since consumers often purchase an image before 8. tangible.

y .
Wi advgrtfsements can fail as fine art ‘\ ) -

hen ad);ei'tising aﬂx"tt. does fﬁil as fine art, it is often due to a problem
involvizfg percept:ual tzs;te. While Adve.rt.ising art, through grouping, can provide
the imagery and gomposition that invite participation in the ritual of per-
.su“asion, purchase and ma.t.erial‘an;:l psychic satisfaciion, the same culture that
provides the elldr for consumptive ceremony also Pz.-ovides an antidote, This
’inhibit.or is perceptual overload. It is the kind of envirténmental oonstraint,
to which Arnheim alludes, that the advertising artist must try to balance in
the composition. The viewer is hurried ard ha..s little time for the jndividusl
perceptual response needed to complete the communication process. Scometizes,
the viewer jost misses the invitation to participate in the ritual,

The art scholar and critic Clement Greenberg carries this problem of per-
ceptual time one step further. He says that fine art needs a "second rernove."l9
In ot.i’:er uorc_ls it t.akeJ tims to appreciate art. At first impression a work' of
art supplies plastic values, These are formative images that may or may not
1cryst.a.ll:\.ze into recognition and intuition in the viewer's mind at ?lat,er time. N
_ This “"time" is relative. It may be practically in.at.ant.aneous pr it my be .

measursd in terms of hours, days or months. This arguuent says that the uwltimate

IS :

LN
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values or experiences in a work of art are &'\ly realized through extended con-

sideration, and the more invdlved the cons’tru%t.ion, the more time is nSeded in

percept.ion. S ) : o !

Advertisi.ng‘art. has to make- due without the luxury of extended time.
While ﬁ.ne art r.an rely on tha "aecond remove," advertising art must live or dis
in the world df firast glance. If the advertising artist does not hold the view_er
after the iniiial attracf.;.on, he will not be: glven a second chance, Although
advert.isem?nts will no doubt be. re;;ea.t.ed,zo they are not dgeigned to of fer
the viewer a ne‘w, undi'scovered pleasure in a second vi(ewing. The adv&"cising
artist. has to create an a,rt.ifact. that is a totality in both space and time, and
the simeie art of groupgl.ng is the most. useful method/ he has to achieve that geoal.
- Bu:'c- Green\berg'& theo ] realiy used to support, t.h; modern ag‘tist.'s: movenent
a\ﬁ.'y r:om the world of t.h:-}ﬁresent.at.ional to the world of the abstract. Indeed,
abstract art raq%ires a "second remove." The abstract artist says tHat ours is ~
t.{ae era of”the art of the minld. Art that used % repre:ent*plvsical objects,
art that used to attempt to make a\e spiritual real, rather than vice versa,
has been replaced by an approach tha.t says that art is a phoduct of mental reordering,
both the artist's and the viewe; 5. \‘

The abstract art‘l/},at.ilf may apply the concept of grouping, yet when he/
does, it is often & grouping of culturally unrecognizable images. But the
. aq.vert.ising artist cannot rely upon art taking shape away from the artifact in
the viewer's mind. Involvéd visual fields, opaque images and indistinct forms,
while ‘they may be prmibca,t.ive and could stir the intellect and emotions, pmbabiy

»

would have & lower perceptual response if displayed through a mass medium.

o
While one of Jackson Pollock's con%@itions can be seen against a white wall
and can be perceived with mental reordering, it would look like visual inter-

ference or "snow" on television.

-

e
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When advertiséments can succeed as fine {rz

) While much abstract _ar‘t. often seeks to depict a wc_:rld of disintegration,
advertisifig art is an’art of }ntegrat.io'n. It achieves this integration by ) a
grouping comnuori, ul':ared a.nd-i.mmediat.ely understood images from culture, like
Hichelangel;: depicted the relationship between God and man on t.he. celling of the
Siatine Chapel. Although grand in its scope, Michelangelo's fresco is simple .

. /
in its composition. There is one center -of interest and all visual vecfors are

trained on the grouping of one finger, representing the spiritual, breathlessly

cloge to another finger, representing the temporal. :In that integrated, repre-
uent.at.ional imagery, Fifteenth Century man intuitively understcod H:ic.hel.angelo ]

Tiuion of human grace.

Y . Similarly, advertising art can succeed as fine art when it trains its focus
on the fundamental culturil links within groups of people and’ market segments,

no matter how large the groups. ﬁ fa&, when advert.lsing art suc:ceeds as Art,

it is often when it speaks to t.ga very largest, undifferentiated audiences,

because the lafrger the audience size and target market, the more fundasental

4

and simple must be t.he cultural grouping.

Conaider Time magazine's “free spa.d‘; tc art directors® promotipn in 1969
¥

e
and 19”0. For fifty weeks Time* ‘offered a full page and a full colum on the

-

facing page to a.dvert.iaing agencies. The object was to allow advertising agencles
the chance tq exercise their persuasive t.aient.a on any subject, no matter how
controversial, as long as it was not a product. In that series magazine adver-

tising art stirred both our emotions and intellects. The series spoke 11.0 the

broadest audience possible, all Americans, at least those who read Time, and

&

offered us provocative, persuasive viewpcints on anything from patriotidm to

racia]: equality to the artistic process itself. Correspondingly, the visual
<

images were fundamental and Eur.c\iabed 3f only a8 few visual points in the grcrupinga-"

[
~ 1 »
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an American flag distressed and fl;s;ing upside down, two blind children, one black and
one white, entwined in each other's arms, and a blank mgazine page, symbolizing
the frightening nothing from which a wﬁterﬂut e birth to something.
While the images must be plain and slmple, the message nc.:.ed not be shallow
or two—dimensional. The simple art of grouping does nct mean that. In television
advertising the Kodak "times of your life" campaign, Coca-Cola's “the real
thing" promotion, e@x’l Bell Telephone's "reach out and touch scmecne" series
of advertisements are examples of fine art or Art in advertising. 4They are not cheap
thrills., If they were, the effects would perish quickly with their repetition.
Certainly, these three advertising campaigns speak to very large, seemingly ,
general audiences. Why, then, are they not vapld and enmpty of emotional ?nd
intellectual.substange? The groupings are simple—ore, two or three representative
models from the target rarket gath?fed around a t’elepnone, a soda bottle of each
other. But beyond the visual simplicity, these campaignsl have structural themes
that provide a human cogplent.y, as well as the higheat*‘r:mducuon values possitle,
Kodak.asks us to deal with the cbn?:'épt. of\ mortality and the desire to try to arrest
}he cyele of living and dying. Coca-Cola suggests that "experience" is a
philosophical alternative to the mat.e:‘ialibm and conspicucus 'conaumptlon that
leave us discontented. Bell Telepht?ne runs counter t.éa the precepts of the so—-called
"me generation” and provides support and encouragement forr love and \human inter-
action when the wo’rld seems barren of human warmth ;nd extension. Of course, all
three canpaign slogans s_xlso am\cannily designed to reach the large, target .
markets that try to stop- life and record its passing wit.r; scme medium, or that
lock for knoun quantities and hﬂ:atoricall:f vi]ldat.ed foods instead of plasticized
sut?stitut;es, or that remenmber people and wish to communicate with them as

» Quickly and sensually as possible, . -
)

The benefits of an aeﬁathetic‘thé‘ogz of advertising
Caray defines communication and culture as a ritual that gives substanch

and meaning to acts. Schudson and Gotfmad, in turn, show how we are taught

-

1 #
A : R
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» to act in presdribed ways through advertising. All three classif{y advertising

»
as an inst.it.hv@ that 1s defined by the culture it serves. Ca'rey, ymn, B3YS

~

that participation in the ritual of advertising allows the individual and soclety
to order its experiences. In short, the work of Carey, Schudson and Goffman

show us where we should begin our,study. of ?dvertising.

L4

’}f‘ aesthetic theory of advertising offers us & method for beginning the
study; it suggests how to begin. An aesthetic theory proceeds from the point
that cuwlture 1is rituialized comxznicat.i.on and seeks to explaln how that ritual
is made real. It shows how the advertising artist cqnceives and executes his
t,ask,; as well as how the consumer is invited to participate in the formalized
ritual of capitalistic persuasion and consumption.

At agbthetic theory also allows us to incorporate Q‘ne selling. inte@ ’

of advertising in our examination of a particular advertisement's artistic

-

success, Intention forces aji:mple grouping at the larger marketing and seg-
. menting level, as well as in the ordering of artistic elements witkin individual

artifacts. An aesthetic theory enables us to use the principles of fine art—

L

contrast, harmony, balgnge, proportion, movement and wnity—to shiow hiow theF can

i

be employed to reveal genuine intellect and emotion within the environmental

~

context of econo;nic const.rainta that gdyern advert.ising, Simplicity now can

be a.ppreciat.ed for its rcle in producing equilibrium in mass zedia. With an
’ -

aesthetic theory we c:yvaluate how well the advertising artist gro*:ps and ot

L ]
balances visual elements into a gestalt that not only delivers the proper

audience, but is artistically strong encugh to a:'gcceed in the competitive
cohmunicaéi.m marketplace.
Pinally, an aesthetic f.heory allows us to evaluate ths universality of an
- a;dvert.iai.ng messhge for its target au&ieh‘ce. Advertising art "doea refYect the

world of the latter half of the Iwentieth Century. For better or worse, adver- .

-

tising art is general culture, It proceeds from that universal reservoir. It

-

A -
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does not create it, nor is it part of a segara't.e and unequal culture. It is a
cultural tool of capit:a]J.SM. Now, we can ask, "Does the grouping of an adver-
tisement fundamentally deliver the essence, the core of culture that is bor ed
and used to p;ersuado?"

ddvertising artists know that their charge is to be simple, and they
ugually are good at it., They uz:xderstand that simple .grouping 1;5 the LHuost j
affective design method, for as Dewey said, "The artist above all other men
exbodies in himself the 'attitude of the perceiver' as he works."zl Although
advertising artists creats simple art when they achieve their best, it is not

art by the r;umbers. It is art for the numbers.

o (‘ . - r
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201nterest1ngly, Andy Warhol has explored this repetitive effect of mass
advertising. In several of his works, he borrows the French approach to post.ﬁr
advertising and explores how a work, usually a self-pqrtrait, is changed or
magnified by the repeated patterning of itself,

211;1'1. as Experience in Duncan, P, 65.
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