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Focus
While the Dresden Congress of the IAEA will focus on its traditional topics in the science of
aesthetics, there will be an additional emphasis on the connection to the various fields of
design.
Traditionally the biennial conferences have focused on aspects of experimental psychology and
the empirical social sciences as they pertain to the study of arts, the environment, or the role of
the creative process. It is our intention with this conference to strengthen the discussion of the
more recently emerging fields of neurocognitive approaches to aesthetics as well.
While one of the main focii of aesthetic research have been the traditional arts, from painting
sculpture, music, literature and dance to architecture, but also to the areas of design such as
graphic art and product design; however, there has been little involvement from members of
these disciplines themselves. With this conference we would like to especially encourage them
to participate in the discussion. Can any findings from experimental aesthetics indeed be
applied to the artistic and design practice?
One of the intentions of this Congress will be the opening of a dialogue between research and
practice, between questions asked and answers by all of the fields. We therefore deliberately
invite designers, architects, computer designers, fashion designers, photographers and all
others in the design disciplines to contribute to the discussions within this symposium.

Acknowledgement
The 21st Biennial Congress of IAEA will take place from August 25th to 28th 2010 in Dresden
and is supported by the Deutsche Forschungsgemeinschaft DFG, by the Academy of Fine Arts
Dresden, by the Gesellschaft der Freunde und Förderer der TU Dresden e.V., by Interactive
Minds, by OBI Baumarkt Bannewitz and by the Association for Architectural Aesthetics. We
would like to thank all these institutions for their help and support.

!

Program
Program
1 Wednesday 25. August 2010
8:00
9:30

Registration

9:30
10:15

Rector Sery, Acad. of Fine Arts, IAEA President Holger Hoege, Organizing Issues

10:15
11:00

Ralf Weber: Aesthetics and design

11:00
11:30

Coffee Break

11:30
12:30

Hans-Georg Lippert: The city of Dresden

12:30
13:30

Lunch Break

13:30
15:00

Media 1

Architecture
Urban Design 1

15:00
15:30
15:30
17:00
17:00
18:00

Arts 1

Aesthetic Theory

Arts 2

Cognition

Coffee Break
Media 2

Architecture
Urban Design 2

Constanze Peres: Expectation of similar cases – exspectatio casuum similium

18:30

Welcome Reception & Color Exhibition
In concert: Günter Baby Sommer and Katarina Hilpert

2 Thursday 26. August 2010
9:00
10:30

Creativity

Architecture
Arch. Meaning 1

10:30
10:45
10:45
12:15
12:15
13:00

Arts 3

Aesthetic
Experience 1

Arts 4

Aesthetic
Experience 2

Coffee Break
Education

Architecture
Arch. Meaning 2

Members‘ Art Exhibition

Poster Session

13:00
13:30

Snacks

13:30
14:15

Markus Canazei: Lighting research – a future´s prospective

14:15
15:00

Members‘ Assembly

15:00

Free Time for Museums

Program
3 Friday 27. August 2010
9:00
10:00

Christian Allesch: Design, aesthetics and psychology – a historical perspective

10:00
10:30

Coffee Break

10:30
12.00

Museum 1

Architecture
Arch. Meaning 3

12:00
13:15
13:15
14:45
14:45
15:30

Design 1

Emotion 1

Design 2

Emotion 2

Lunch Break
Architecture
Building 1

Museum 2

Symposium: Colin Martindale

16:00

Symposium: Designing for Aesthetic Interaction

Pillnitz Castle Steam Boat Cruise Banquet at Eckberg Castle
17:45 -18-45 Steamer, 19:15 Reception Eckberg Castle

4 Saturday 28. August 2010
9:00
10:30

Literature

Architecture
Building 2

10:30
11:00
11:00
12:30

Design 3

Perception 1

Design 4

Perception 2

Coffee Break
Music

Architecture
Building 3

12:30
13:15

Holger Hoege: Presidential address

13:15
14:45

Farewell Reception and Lunch
Farewell for Executive Committee

Abstracts
Papers, Posters and Art Exhibition

PEDRO MARQUES DE ABREU, PATRICIA ESTEVES
Faculdade de Arquitectura da Universidade Técnica de Lisboa, Portugal

Gesture - an empirical process to realize meaning in architecture
It is more or less peaceful to assume that a piece of architecture distinguishes itself from a
common building – as it stands at an upper level – because it has some kind of a deeper
meaning, distinct from a simple function. The problem is then how to acquire that meaning on
an intersubjective basis: how can I presume that the sense I make of a particular piece of
architecture has something in common with the meaning someone else sees in it, so we can
discuss the matter and hope to agree on it? This is not only a philosophical problem, because it
has direct repercussions on the discipline of Architecture: namely on didactics, architectural
criticism (which rely upon the possibility of a common reading of pre-existent architecture); and,
in an acute way, when working with preexisting pieces of architecture (conservation and
rehabilitation of monuments or old buildings) because there we feel obliged to realize the
meaning of the preexisting architecture so to preserve and pass this meaning onto the future.
Drawn from the experience of music listening (and from the modern research trend on eye
movement patterns inducted by picture viewing) we propose a theoretical model we intend to
empirically verify.
As listening to music induces a movement of the body, correlated with music rhythm, and an
intimate “movement” – an ʻemotionʼ or ʻcomotionʼ –mainly provoked by melody; and as certain
pictures induce certain patterns of eye movement when looked upon, we will assume that
architectural form also induces a movement: a walking and looking movement which
establishes itself as a pattern for each piece of architecture. (In a way this is the same as Le
Corbusierʼs celebrated idea of “Promenade Architecturale”.) We call this movement pattern
“Gesture”. Like in a slowdance movement it induces then particular e-motions, from which we
will be able to extract existential meaning. This eye and walking movement pattern is the
common perceptive ground for intersubjective reading of architectural form.
In this paper we intend to thoroughly present the “Gesture” theoretical model and the empirical
analysis processes we have designed to corroborate it. We will begin by presenting the
theoretical perspectives which support the model (Husserl, Wittgenstein, Chr. Alexander). The
hypothesis which lies behind this model is that there is a pattern of walking and eye movement
regarding each piece of architecture. We intend to verify this occurrence. This experience will
take place in several stages, one for each building, till we achieve a statistically representative
number of buildings. We will select buildings which are incontestably monuments. In the first
stage we will test the hypothesis regarding the Church of the Monastery of Alcobaça (a
Cistercian medieval church). We will use a robotic apparatus (a kind of a helmet which records
where the subject is standing and where he is looking at). The information recorded will then be
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superimposed in a 3D computer model. We will use random visitors (who agree to use the
apparatus during the visit), divided into two groups (those who have never been in the building
and those who have been there before). The occurrence of a statistically representative number
of people looking at the same place in the same sequence will corroborate the hypothesis
concerning this building. This experience has not yet taken place. We will only discuss the
theoretical process which stands behind it.

Keywords: architecture, movement pattern
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CHRISTIAN ALLESCH
University of Salzburg, Austria

Design, aesthetics and psychology – a historical perspective
Aesthetics as a scientific discipline has been conceptualised in quite different ways in the
course of history. From its foundation as a particular discipline in the 18th century until the
middle of the 19th century, aesthetics was unanimously regarded as a part of philosophy. This
consent ended in 1876, when G. Th. Fechner published his Vorschule der Aesthetic, in which
he claimed for an empirical “aesthetics from below“ as an empirical fundament for any
metaphysical construction of aesthetics. The following decades were characterised by
vehement controversies between the supporters of an empirical or even experimental approach
in aesthetics and those of a normative and metaphysical concept of aesthetics.
Although this controversy was superficially dominated by “scientific” arguments, we can find lots
of rather passing remarks in the wake of this discussion, demonstrating that the refutation of an
empirical foundation of aesthetics was an indication of a deeper conflict between the
emancipation of the arts from the boundaries of cultural and moral norms and the conservative
tendency of academic science to stabilise and warrant traditional norms and limits of artistic
creativity.
From such examples we can see that the turn to an empirical foundation of aesthetics was not
only a theoretical development, but also a step towards the emancipation of aesthetics and of
the science of art from the normative concepts of its past. Many aspects of this process indicate
the close connection between the development of aesthetic theory and the normative
background of culture and society in Germany at the turn of the 19th to the 20th century.
Although an empirical or psychological approach to aesthetics is widely accepted in our days, it
still makes a difference whether we analyse aesthetic phenomena or objects from a
psychological point of view or through the eye of an art historian or a philosopher. This also
includes theorising about design and ornament. In the historical development, the turn to an
empirical conception of aesthetics was closely related to an emancipation of aesthetic
production from normative conceptions of the “proper” and the “decent” in art and design.
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ALVARO H. ACOSTA, NATALIA VILLAMIZAR
LabTHC Laboratorio de Teoría, Historia y Crítica de la Arquitectura Escuela de
Arquitectura, Universidad Nacional de Colombia, Sede Medellín, Colombia

Haptic experiences in architecture:
The construction of an urban itinerary
This work proposes to develop a methodology that could help to explore an empirical approach
to the understanding of the architecture through the acknowledgement of the haptic experience
based on Purini ́s theoretical approach developed in “Comporre l ́architettura”(PURINI, 2000) To
do so, we propose to review Purini ́s work against five aspects: i) creative process and research
by design, ii) perception and understanding of architectural work, iii) the curator ́s concept and
work, iv) the idea of project, v) the critics and the teaching of architecture.
The methodology we propose has been thought to have four different stages. This paper will
develop methods and tools proposed for the first two stages and will sketch some general ideas
for the last two, which we proposed to be developed in a later work.
The first stage addresses to explore the architectural object, understood as perceptual
phenomenon, through different strategies: i) the long distance - vision where the volume
became bidimensional and the landscape relations can be easily seen-; ii) the medium distance
- vision where the surroundings became relevant and the relations with the context are
weaved-; and iii) the short distance - vision where the context disappear to give space for the
visual and tactiles features of the architecture work.
The second stage is related to the experience of the architectural space in relation to particular
characteristics : i) light - the emotional light (KANT, 1764), the analytical or surgical light and the
ontological light (PURINI, 2000) -; ii) haptic sense - the aesthetics experienced when we
wander through architecture enhancing our particular experience of being ambled, contained or
expelled during the same time experience -; iii) subliminal realm - that shows off to the
consciousness, a signal that is drawing up to go under the limits of perception (PÉREZGÓMEZ, 2006).
The first two stages are interrelated and aim to explore the way haptic experience in
architecture is translated into tools that could help us to comprehend qualities of space. To
gather the information we need to start the discussion of results, we present a tool that came
from the articulation of different academic assignments we have already used and we have
thought over to be capable of give some insights about importance of haptic experience in the
understanding of architecture.
The tool we proposed consists on a matrix of analysis in which first stage strategies (long
distance, medium distance, and short distance) are seen in relation to second stage
14

characteristics (light, haptic sense, and subliminal realm). Each strategy will use a particular
method of approach: i) long distance: “the creation of landscape” to explore the relation
between landscape components; ii) medium distance: “urban space Moleskine” to explore the
relation between buildings and landscape; and iii) short distance: “perforated mass” to explore
the relation inside the building.
The work starts choosing 1 object of study that could be a significant building or a specific
urban area; this object will be approach by different persons (about 10) that will use the same
tool to gather information and that will produce a portfolio where different experiences will be
shown though drawings and texts that will be explicitly worked to particularize on quality
aspects of space. Once gathering the information and produced the portfolios, each one with a
particular approach on the same object of study, we will be able to discuss the contribution of
the acknowledgement of the haptic experience to the understanding of the architecture,
particularly in the five aspects initially mentioned.
For the last two stages, to be developed later on, we would like to introduce the general
objectives that will guide subsequent work. The third stage addresses to analyze the haptic
experience in architecture through the perception of the dialectic relations between the next
pairs of concepts: i) volume / space, ii) space / structure, iii) structure / surfaces, and iv)
surfaces / volume. After this haptic approach to the architectural object, the last stage proposes
to understand the links to the territorial context through the development of an urban itinerary
aiming to find spaces to be seen, spaces to be touched, spaces to be appropriated and spaces
to be created.

Keywords: haptic, space, perception, architecture
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PEDRO ANDRADE
Centro de Estudos de Comunicação e Linguagens, Faculdade de Ciências Sociais e
Humanas da Uiversidade Nova de Lisboa, Portugal

Public communication of art:
The case of local/global art museums.
This paper presents a project that received financial support from the Foundation for Science
and Technology-Lisbon, Portugal, and is conducted in partnership with several cultural
institutions: Centro Cultural de Belám, Institute dos Museus e Conservação, Calouste
Gulbenkian Foundation, Serralves Foundation, etc..
The project is carried out in 2 main and articulated directions:
1) a sociological analysis of cultural publics involved in public communication of art within
physical and virtual museums. This process implicates the production, distribution, consumption
and understanding of art in urban contexts. I. e, it assumes that art is a communicative and
social phenomenon, requiring, in addition to artists and 'art gatekeepers', an 'active audience',
who reproduces mass media and cultural institutions, but also transforms them.
2) the implementation of a multimedia module for the interactive consultation of art works within
public museums, which will be presented at artist Joana Vasconcelos exhibition, at Berardo
Museum, Lisbon, in March 2010.
The objectives of this module are:
Enable the visitors to interact and play, alone or in groups. The aim is to generate discussions
among visitors about the artworks displayed, allowing the public to contribute with its knowledge
and opinions by making comments about every artwork.
Build a network of meanings constituted by the common knowledge of visitors, by assigning
tags (common keywords) to artworks;
Collect, from the playful interaction of users, critical information to the sociological study.
During interaction, the mediating dispositif is a surface / touch pad with multi-touch technology,
that allows visitors to:
See videos, photos and texts about each artwork;
Write comments about the exhibition in a digital guestbook;
Read the comments of other users;
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Assign custom tags to artworks, to establish a collective and social network of connections
between the artworks on display;
Consult the links established among artworks tag by tag;
Play a ʻtrichotomy gameʼ. Thricotomies are constellatons of 3 articulated concepts.
All the information originated by user interaction in situ, is available as well online inside a
platform very similar to the interface used in the exhibition space. The site will allow to "not yet
visitors' to consult and interact with artworks, which stimulates curiosity to discover the artist
Joana Vasconcelos at Berardo Museum.

Keywords: public communication of art, art museum, cultural publics, multimedia deviices at
museums, trichotomies
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EMANUELE ARIELLI
IUAV University Faculty of Design and Arts Venice, Italy

Contrast and assimilation phenomena in perception and aesthetic
judgement
Contrast effects happen when some judged quality of a target stimulus is moved away in the
opposite direction when exposed to a context stimulus presenting a different magnitude of this
quality. On the contrary, in assimilation effects our judgement is not moved away from the
context stimulus, but brought nearer to it.
In the existing literature, mostly from research in perception (McKenna 1984), social psychology
(Stapel 2007) and consumer behavior (Meyers-Levy et al 1993), several hypotheses about the
conditions that determine the direction of a contrast/assimilation effect are suggested.
Examples of these hypotheses are, among others: a) the degree of difference or similarity
between target and context stimulus (higher similarity should elicit assimilation, higher
difference causes contrast), b) the difference between sequential vs simultaneous presentation
of stimuli (the first should elicit assimilation, the second contrast), c) the quantity of context
stimuli (one context stimulus induces a difference comparison, hence contrast; numerous
stimuli induce a focusing on similarities with the target stimulus, determining assimilation).
This contribution moves in the direction of testing these hypotheses in relation to judgments in
dimensions that are relevant to the aesthetic evaluation of visual images. The expectation is
that similar results should be observable also in the domain of aesthetic judgement.
Subjects were asked to rate the material (abstract drawing, objects, faces) according to the
judged expressivity or aesthetic preference. In test groups, a context stimulus Bʼ was added to
the stimuli pair A and B and manipulated according to the aforementioned hypothesis (higher or
lower similarity between B and Bʼ). A control group had to evaluate the material in which only
the pairs were presented.
The results show that in some of the conditions we can observe the switching from contrast to
assimilation, although assimilation is a much weaker effect. The final discussion considers the
possibility to describe some aspect of the dynamics of evolution in aesthetic preference in terms
of contrast and assimilation.

Keywords: assimilation, contrast, perception, aesthetic judgement
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GÜNTER BARCZIK*, DANIEL LORDICK**
* Department of Architecture, Chair for Contextual Design, Brandenburg Technical
University, Cottbus, Germany, ** Department of Mathematics, Chair for Geometry /
Differential Geometry, Technische Universität Dresden, Germany

Perplexing Beauty:The aesthetics of algebraic geometry in
architecture
We investigate the aesthetics of architecture designed using algebraic surfaces.
These surfaces have never been used in architecture because they were - and mostly still are unknown to designers. They are geometrically and topologically very complex yet highly
structured and harmonic. We discuss how such architecture presents and confronts its
occupants with unprecedented and hitherto unknown and unimaginable spatial situations and
shapes and the emotional responses triggered thereby. We furthermore discuss comparable
historic precursors in architecture and 20th-century sculpture.
We employ Algebraic Geometry as a tool to broaden the scope of what can be imagined, and to
expand designers' sculptural vocabulary. Algebraic Geometry makes it possible to derive
shapes from calculation by describing them through polynomials. So far, architects have only
ever used shapes that can be described by polynomials of degree 1,2 and 4. All shapes
described by polynomials of degree 3, most of those describable by polynomials of degree 4,
and - most importantly - all described by polynomials of higher degrees have never been
employed in architectural or any design. They were unknown to designers, and they were
unknown to mathematicians until the 19th century. Only in recent years new visualization and
modelling software has begun to allow the visualization and manipulation of these geometrical
objects, triggering a cambrian explosion of shapes applicable for design. Non-experts designers - can now interactively create and play with objects that could so far only be
calculated by experts, and study their design potential and aesthetics.
Their complex geometrical convolutions are difficult to fully perceive and to understand. They
feature many different spatial situations segueing smoothly, surprisingly, into one another. Many
of their properties interesting for designers have not been named yet as they have so far only
been studied from mathematical perspectives. Our study begins to remedy this lack.
Sculptors like Anthony Cragg and Anish Kapoor employ shapes that draw on comparable but
different mathematical sources and also on computer-aided generation to create sculptures that
intend to draw new emotional responses from their viewers. We study what happens when even
more challenging shapes are used not in sculpture but in architecture.
Keywords: aesthetics, geometry, design, architecture, sculpture, CAD, CAAD, design strategy
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BAYKOVA, EKATERINA
Saratov State Technical University, Russia

Regularities of latent structures formation in architecture russian
classicism.
The specificity of latent composite structures formation in the fine arts and architecture is come
out in keeping with the traditional philosophical discourse about the inseparability of even the
most abstract levels of consciousness on the spatial metaphor reveals. Space art is a
conglomerate of archetypal manifestations of physical and spiritual world in culture, as a set of
tools, methods and results of change among the people and, simultaneously, a manifestation of
his inner world. Syncretism of rational and irrational, linear and nonlinear, the structure-forming
and transforming of the finished developing is formed inside the sphere of culture. Algorithms
for visualization of multidimensional data and experimental results of their practical application
speak about the reality of many philosophical schemes. The closed world of the art individual
work is endless and multi-valued space of archetypal visual images and latent (hidden)
structures.
In the Russian architecture most likely similar structures are present in classicism and his final
stage - Empire. But unlike paintings, developing the plane the work of the architect is ten times
larger and has the volume. For this reason, it had to make some adjustments to the optical
distortion, especially prospects.
Perspective distortions in the perception of high-rise buildings require compositional techniques
and amendments relating to the terms of the perception of nature. Accounting for future
reductions in parts of the building vertically is one of the conditions necessary for the correct
perception of the object, its forms and proportions, by a viewer.
St. Petersburg, founded in 1703, became the center of Russian classicism. The appearance of
this city has formed the architects of the European countries: Italy, France, England ... But
landmark buildings also created Russian architects – M.F. Kazakov (1738-1812), A.D. Zakharov
(1761-1811), V.P. Stasov (1769-1848). The remaining material on the design and construction
demonstrate that during construction they have made major adjustments taking into account the
perspective distortions [1]. Investigations of these sites show that it is in the final size of the
volume and height of the main dome were completed in the proportions of the golden section.

Keywords: imagery, latent structures, classicism, Russian architecture.
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VALERIA BIASI
Third University of Rome (“Roma Tre”), Italy

Aesthetic photographic pictures based on completion phenomena
Antecedents, Purposes and Methods
Alongside my activity in psychological teaching and research, I have often cultivated my interest
in taking photographic pictures, since the time I did a course (in Cecina, Tuscany) directed by
the famous designer and photographer Oliviero Toscani.
The six examples I have selected for the IAEA Art Exhibition in Dresden try to valorise two
formal components favourable to beholder aesthetic experience. They are the process “of
amodal completion” (Michotte, Thinés & Crabbé, 1967; Bonaiuto 1988), which has frequently
been proposed in visual art works, as already noted by Kanizsa (1988). This process allows
increasing two factors of aesthetic experience, namely originality, due to the close-up and thus
rather unusual shots of the objects depicted, and the beholder involvement. As demonstrated in
some studies (Bias, 2006), the more intense the perceptual completion process, the stronger
the corresponding need for completion. This makes the beholder more involved in the process
of confirmation of the mental schema activated.

List and Features of the Submitted Works
The six colour pictures I am presenting, with psychological remarks, have been obtained by
using a SONY Cyber-Shot DSC-H50 digital camera. They can be listed as follows:
1) “Orthodox Domes in Saint Petersburg, No. 1” (Valeria Biasi, 2008; 50x35 cm). The image
grasps the originality of the architecture, the preciousness and beauty of the distinct and
complex polychromies that strongly encourages the visual completion process. Originality is
also assured by the unusual very close up shot: The beholder becomes particularly involved
and is encouraged to explore the architectural work further.
2) “Orthodox Domes in Saint Petersburg, No. 2” (Valeria Biasi, 2008; 50x35 cm). The
photographic angle has changed with respect to the former one. The psychological remarks are
as for those above.
3) “Old Square in Siena” (Valeria Biasi, 2008; 50x35 cm). This is a typical image generating
“screen effects”, in that the texture appears to continue in every direction beyond the margins.
The square elements of the paving, seen from the side, show signs of wear and age,
perceptually giving an impression of solidity and concreteness.
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4) “Ancient Time, Slantwise” (Valeria Biasi, 2008; 50x35 cm). The slantwise view of the old
round clock of the tower in Piazza di Siena shows – in the absence of any context cue – an
actual “break in shape constancy”, appearing elliptical. The image is particularly unusual and
the beholder is encouraged to analyse and explore it further.
5) “Flowers, No. 1” (Valeria Biasi, 2008; 50x35 cm). The texture of these inflorescences, of a
delicate pale blue colour, appears to continue in every direction and to cover the planes below.
Once again, there is completion with its functional consequences of beholder involvement and
shot originality.
6) “Flowers, No. 2” (Valeria Biasi, 2008; cm 50x35). Again, a distinct floral texture: flowers and
leaves appear to extend well beyond the margins of the image, and to cover each other, giving
rise to a series of “screen effects”, with the relative functional consequences.

Keywords: aesthetic appreciation, completion, involvement, perception, personality

22

VALERIA BIASI*, PAOLO BONAIUTO**, SARA LONGO**, STEFANIA CHIACCHIARARELLI**
* Third University of Rome (“Roma Tre”), ** First University of Rome (“La Sapienza”), Italy

Aesthetic appreciation, phenomenal importance and personological
profiles. A second contribution.
In a previous experimental contribution it was demonstrated that positive aesthetic appreciation
can increase the phenomenal importance of objects. In turn, this influences perceptual
processes, such as “amodal completion” (Michotte, Thinés & Crabbé, 1967; Bonaiuto, 1988),
because the “need for completion” becomes greater with more important objects. As a result,
the evaluation of the “need for completion”, which the ordinary beholder experiences when
faced with images of incomplete objects, may be a strategy – at a perceptual level – for
studying object phenomenal importance and its functional antecedents or consequences (Biasi,
2006; Biasi & Bonaiuto 2008).
This year we replicated this kind of experiment including further personological measures.
Again, expert judges selected nine car colour images (different from the previous ones), always
classified as “luxury”, “intermediate-elegant” or “modest”. Each car image involved a random
individual presentation of five boards, gradually ranging from very incomplete to complete. Each
participant evaluated the physiognomic aspects of each car on 7-point bipolar scales. The
individual “Need for completion” was also evaluated (Biasi & Bonaiuto 2009), together with the
individual “Need for cognitive closure” (Kruglanski, 2004) and the Global-Analytical perceptual
attitude. Adults of both gender were examined, with double-blind conditions and other
precautions. The incomplete very important luxury cars determined significantly higher average
“Need for completion”, followed by the intermediates and then the modest models. The roles of
phenomenal importance and aesthetic appreciation were confirmed with the obtained semantic
profiles, derived from the bipolar scales. The cars indicated by the judges as “luxury” ones were
perceived and evaluated as such by the participants. They were also evaluated as being more
elegant, beautiful and even more important.
The personological measures, that is the individual “Need for completion”, the “Need for
cognitive closure” and the Global Attitude, turned out positively correlated with each other.

Keywords: aesthetic appreciation, completion, importance, perception, personality
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FLAVIA BLEUEL
Berlin University of the Arts, Germany

Aesthetic emotions and media pictures
Pictures are said to easily evoke emotions. Media pictures are even used with the intension to
elicit emotions. But, in communication science this process is rarely theoretically reflected or
empirically tested as this topic is a rather new field of research (Kappas & Mueller, 2006). This
is surprising if we consider living in a visual era in which we are overwhelmed by emotional
visual communication. Hence, the central question of the paper is: Which emotions are induced
by media pictures? Two aims are to be dealt with. First, emotion elicitation through media
pictures is briefly theoretically reflected. Second, a pilot study for the development of a scale to
measure these affective reactions is presented.
Utility emotions and aesthetic emotions
In everyday live most emotions are elicited by events or persons. But, as people use media
emotions are also elicited by media offers. Scherer, Wallbott and Summerfield (1986) compared
causes of emotional experience in eight European countries and found that about 20 percent of
the emotional experience can be attributed to media content. It seems very likely that these
experiences have increased when we consider that average media use in Europe has steadily
risen in the last years (EIAA, 2008). A question to be discussed is: Can media pictures evoke
the same emotions people have in everyday live?
Scherer (1998; 2004) points out that emotions elicited by media content differ from common or
utilitarian emotions concerning appraisals, duration and intensity. Hence, it is suggested that
affects produced by media pictures should be conceptualised as feelings that integrate
cognitive and physiological effects. Therefore the componential approach to emotion serves as
theoretical background. Utilitarian emotions have “major functions in the adaptation and
adjustment of individuals to events that have important consequences for their well being by
preparing action tendencies (fight, flight), recovery and reorientation (grief work), motivational
enhancement (joy, pride), social obligations (reparation),etc” (Scherer, 2004, p. 241). According
to emotion elicitation in visual communication to concentrate on just utilitarian or basic emotions
like sadness or happiness would narrow the perspective. Scherer (1998) gives causes to think
about a subclass of emotions that are influenced by the specific characteristics of media.
In line with this considerations the subclass of aesthetic emotions are explicitly considered in
the following. Aesthetic emotions can be defined as “evaluations of auditory or visual stimuli in
terms of intrinsic qualities of form or relationship of elements” (Scherer, 2004, p. 242). When
perceiving media pictures people do not necessarily appraise the relevance of the pictures for
their personal goals, social values or bodily needs. Hence, aesthetic emotions are not
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necessarily linked to goal relevance or coping potential (Scherer & Zentner, 2001; Scherer,
2004). Instead the appreciation of picture qualities is more important.
Scale development
As aforementioned a list of utilitarian or basic emotion terms is not sufficient for measuring the
variety of aesthetic emotional reactions to media pictures. A dimensional approach would limit
the description of aesthetic emotions on the two dimensions arousal and valence which results
in a low degree of resolution and differentiation. Finally, an eclectic approach has the
disadvantage that verbal labels for affective states are especially chosen for different study
purposes and this makes the comparing of results difficult (Scherer, 2004). Therefore the
development of a scale for aesthetic emotions on media pictures is based on the componential
approach to emotion in order to explain underlying mechanisms of emotion elicitation.
An explorative pilot study was conducted as a first step in the scale construction process. 59
students (25 men and 34 women, average age 22 years) in their first semester in strategic
communication and planning were asked with open questions which affect labels they would
use in order to describe their feelings concerning aesthetic and unaesthetic media pictures. As
Silvia (2009) points out, there is still a need for explaining and assessing negative affects to
visual stimuli. That is why I asked also for negative emotional experiences. This resulted in a
pool of 180 terms that describe many different types of affective reactions. Besides the
respondents were asked which picture subject (e.g. landscape, people, objects) and picture
technique (e.g. photo, illustration, graphic) they prefer to look at. The idea behind this is that
preferences for picture subject or technique may influence the evoked aesthetic emotions.
The next step in the scale development process is to compare the terms with existing scales
like the Modified Differential Affect Scale (MDAS) which has a focus on positive and negative
emotions elicited during media use and the Geneva Emotional Music Scale (GEMS) which
measures aesthetic emotions elicited by music. Furthermore the Geneva Emotion Wheel
(GEW) is used because it contains 22 emotion families and their corresponding appraisals. This
may help to classify the aesthetic emotion terms accordant to their underlying appraisals.
Additionally other emotion descriptors derive from literature e.g. recent developments in
aesthetic psychology like a model of aesthetic appreciation and aesthetic judgements (Leder et
al., 2004) or an instrument for aesthetic perception assessment by Rowold (2008) that is limited
to visual art. They seem to be fruitful for the explanation and measurement of affective visual
communication. Currently a pool of aesthetic emotion terms is prepared. In a further study
these terms are evaluated concerning their frequency of occurrence in the reception of media
pictures. This study aims to reduce the eligible terms to a smaller number that can be
subsumed under different factors.

Keywords: aesthetic emotions, emotion elicitation, media pictures, affective visual
communication, component process model, scale development
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The full-colour-family drawing:
Chromatic and personological peculiarities
According to previous studies by Bonaiuto and Collaborators, two contrasting colour categories
have been detected : 1) “Alarming and Serious” Colours (Violet, Grey, Black, Olive-Green, Red
and Yellow stripes); 2) “Reassuring and Playful” Colours (Pink, Orange, Sky Blue, Light Green,
Light Yellow, other pastel hues). On this basis, Biasi and Bonaiuto (2005) consistently drafted
the Full-Colour Family Drawing Test, as a development of the black and white “Draw your own
family” or “Draw me a family” tests (Corman, 1964). With the new procedure, each participant
sits with a white rectangular card (cm 35x25), 24 well-sharpened coloured pencils, a black
pencil, a thin black felt-tipped pen, an eraser and a pencil sharpener. The instruction is: “ Draw
your family” (Bonaiuto, Biasi, Baralla & Sciuto, 2009). The families to which participants belong
were evaluated through a semi-structured interview with the teachers, and divided into three
groups : Harmonious Families (n=40), Intermediate (n=40) and Very Conflictual Families
(n=40).
The first category (Harmonious Families) includes parents who can guarantee affective support,
maintaining harmonious interpersonal relations. The opposite category (Very Conflictual
Families) is instead characterized by a high degree of parental conflict, expressions of open
violence within the family, difficult separation or divorce either underway or imminent, presence
of other members with negative characteristics, possible absence of a parent due to serious
impediments (imprisonment, drug-addiction, serious illness, etc.). Both parents of each
participant were studied by applying personological instruments such as the Lifestyle Defense
Mechanism Inventory (LDM, Spielberger & Reheiser, 2000; Comunian, Biasi, Giannini &
Bonaiuto, 2005). A total of 120 subjects, aged 7-10 years (both genders) were examined.
The children belonging to Very Conflictual Families generally used in their drawings “Alarming
and Serious Colours”; those of Harmonious Families typically used “Reassuring and Playful
Colours”. Moreover, the first type of drawings were significantly less accurate, more irregular
and deformed; while the drawings of the opposite category were clearly more accurate, regular
and proportionate (in line with indications in the previous literature). Statistical analyses of the
LDM inventories compiled by the extreme opposite cases revealed that the N/H (Need for
Harmony) Scale scores significantly lower in parents of Very Conflictual Families.

Keywords: colour, conflict, drawing, family, personality
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Drawings favouring apparent reflections and other illusions
Real reflections were sometimes used in visual arts, such as in certain fountains with colour
lights or in modern installations by Michelangelo Pistoletto. Even more frequent are paintings or
drawings depicting apparent reflections, such as a portrait of Narcissus attributed to
Michelangelo Merisi (known as Caravaggio, XVII Century) ; moreover a famous painting by
Diego Velasquez (“Las Meninas”, 1658), or a print by Maurits Cornelis Escher (“Puddle”, 1952).
Specific psychological literature has been developed on this type of works (Cavanagh, Chao &
Wang, 2008).
In the previous IAEA Art Exhibition held in Chicago two years ago, a new graphic procedure
was presented for obtaining visual objects among the illusory surfaces (Bonaiuto, 2008). The
drawings exhibited and discussed there showed profiles of pink flamingos on a stretch of water;
the profiles were arranged with their symmetrical images underneath so as to give the
impression of actual reflections. The specular symmetry, together with other minor cues,
favoured the impression of a reflecting surface. In the same Chicago Exhibition I showed that,
when this kind of symmetry is strongly altered, even the apparent reflections disappear;
moreover, partial symmetry alterations give intermediate effects. It is possible to partially modify
the apparent reflection, obtaining different levels of the phenomenon, evaluated by means of an
11-point scale ranging from 0 (absence of apparent reflection), to 10 (maximum presence). In
order to obtain intermediate situations, we used certain graphic arrangements such as
alternating areas of symmetry and asymmetry, the presence of incomplete symmetries, and
overlapping textures.
This year I have created other scenes that have similarly lent themselves to the effects of full,
partial or no apparent reflection as a function of the degree of symmetry between the upper and
lower area (vertical symmetry; Frey 1949; Weyl 1952).
The drawings proposed are all in black and white, and have precise empirical references, also
lending themselves to experimental studies (Bonaiuto, Biasi & Longo 2009).
An appropriate scenario is generally arranged by depictining such things as a stretch of water, a
frozen lake or a very shiny polished floor, in order to obtain an effective representation of
vertical symmetry between the upper and lower parts of the drawing. The two areas are
arranged so that the lower one specularly corresponds to the upper one, from which it is divided
by a horizontal plane (Weyl, 1952; Frey, 1949). The original boards were generally in B4 format
(25.7 x 36.4 cm).
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Data were collected from adult participants of both genders, and test order rotation and suitable
statistical methods were used.
The drawings presented here in Dresden are the followings:
1) “Swan Lake” (Paolo Bonaiuto, 2009; 50x70 cm)
2) “Swan Lake, with Alterations in Vertical Symmetry” (Paolo Bonaiuto, 2009; 50x70 cm)
3) “Lake Crossing” (Paolo Bonaiuto, 2009; 50x70 cm)
4) “Lake Crossing, with Alterations in Vertical Symmetry” (Paolo Bonaiuto, 2009; 50x70 cm)
5) “Ice-Skating in Saint Petersburg” (Paolo Bonaiuto, 2009; 50x70 cm)
6) “Ice-Skating in Saint Petersburg, with Alterations in Vertical Symmetry” (Paolo Bonaiuto,
2009; 70x50 cm)

Keywords: drawing, illusion, perception, reflection, symmetry
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Exploring and depicting typical places, persons and customs of Sicily
Antecedents, Purposes and Methods
The island of Sicily has particular meaning for me because it is the place my original paternal
family comes from. Recently, together with my children, I went on a summer trip which included
the town from which this family derived: Palazzolo Acreide, the ancient Greek colony of Acre,
and the surrounding areas recently declared a world heritage site by UNESCO. During this trip I
made more than one thousand colour pictures, from which I was able to take out the six images
presented here in Dresden, for the IAEA 2010 Art Exhibition. In my activity, I used a Canon EOS
400D digital camera or, sometimes, two mobile phones: a Nokia 5320 and a Motorola
RAZRV3x.

List and Features of the Submitted Works
The six colour pictures I am presenting here, with psychological remarks, can be listed as
follows:
1) “Running through the Shadows of the old Tuna Trap”. This tilted environmental image
represents the remains of old tuna-fishing nets in the beautiful natural reserve of Vendicari. A
young boy runs across the ruined pillars playing with a wooden stick, as if in ancient times,
fencing and throwing a javelin. This young boy fits in with the old ruined place, linking him to the
old times when men hunted tunas and contributed to the economic wealth of the areas by
keeping a sustainable balance with the ecosystem, being respectful of the reproductive cycle of
the other species. The broad dazzling light and the inclination of the image expresses
movement and onirical meaning (Marino Bonaiuto, 2009; 30x40 cm).
2) “Saint Sebastianʼs Day at Midday”. The local inhabitantsʼ liking for very gaudy fireworks, even
set off in broad daylight during a festival, is in keeping with the extroverted and passionate
character of these people, and makes a change from the bitterness, hardships and poverty of
other moments of their lives. From the façade of Saint Sebastianʼs Cathedral, a never-ending
number of multicoloured paper strips are fired which then form merry tangles mixing with the
smoke and noise of the fireworks (Marino Bonaiuto, 2009; 40x30 cm).
3) “After the Peak of the Feast”. A group of beholders with a little girl was photographed in the
square in front of the cathedral after the coloured strips were let off (Marino Bonaiuto, 2009;
30x40 cm).
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4) “The Procession”. As in other religious processions typical of Sicily, the statue of the Saint is
carried through the town streets and the banknotes offered by the faithful are tagged on and
exhibited for all to see. This money is also a kind of self-financing for the celebrations and
shows the townspeopleʼs fervour and generosity. Fundamental components are the small lights
which indicate merriment and excitement (Marino Bonaiuto, 2009; 40x30 cm).
5) “Watching the Procession”. Two young women and a child watch the procession from the
upper floor of their home, also showing a drape bearing symbols of the martyrdom of Saint
Sebastian, the townʼs protector: the arrows that killed him, the red of his blood, the laurel leaves
of his crown, etc. (Marino Bonaiuto, 2009; 40x30 cm).
6) “Two Women Walking in Noto”. The feast day of Saint Sebastian is at the height of summer.
This image was taken in that period in the nearby town of Noto. Two young women in summer
clothes walking along the street. Certain elements of their appearance (half-bare arms, dark
glasses, colourful clothing) give a precise indication of the season and climate, and trigger
specific problem-solving processes (Székely, 1950) (Marino Bonaiuto, 2009; 30x40 cm).

Keywords: environment, meaning, person, picture, problem-solving, sicily
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Scientific models and creativity in the architectural design process
Architecture can be described as a field where various forms of knowledge meet – being in a
special position between the humanities, natural sciences and technology. Hence the question
is how these different forms of knowledge are related to each other in the design process.
Since the introduction of digital techniques the question how new technology changes design is
frequently discussed in relation to the adaptation of scientific models from mathematics, biology
and neuro-science. The reference to these models has led to systematic design methods
determined by forms of computation. Characteristic of these approaches is that insights from
natural science are linked to forms of topological design. According to Greg Lynn a new alliance
between space, geometry and body has developed. Yet what are the effects of these new
concepts on the aesthetic experience?
In the paper I will examine three different approaches by the architects Greg Lynn, Lars
Spuybroek and Bernard Cache who refer to models of biology, neuroscience and mathematics
in developing their design theory. I will focus on the specific aspects the architects draw from
sciences and how they influence the aesthetic experience.

Keywords: aesthetic experience, science, creativity, design process
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Aesthetic perception and appreciation following right hemisphere
damage
Looking at art is likely to be affected by brain damage. However, little about the
neuropsychology of art perception is known. We hypothesized that perception of different
attributes of art are likely to be disrupted by damage to different regions of the brain. Seventeen
participants with right hemisphere damage were given the Assessment of Art Attributes Battery,
a tool we designed to quantify descriptive characteristics of visual art.
Each participant rated 24 paintings on 6 formal characteristics (depth, color temperature, color
saturation, balance, stroke, and simplicity), 6 conceptual characteristics (depictive accuracy,
abstractness, emotion, symbolism, realism, and animacy), as well as their preference for and
interest in the paintings. Their ratings were compared with 60 young normal participants and
scores were obtained for each brain-damaged participant for each attribute based on
correlations with the normal group averages. These correlation scores were subjected to voxellesion-symptom mapping analyses. Using a false discovery rate of 0.05, we found that damage
to areas within different parts of the frontal parietal and temporal cortices produced deviation in
judgments of all six conceptual aspects of art.
Of the formal attributes, only depictive accuracy and color temperature judgments were affected
by dorsolateral prefrontal damage. Despite their deviations in assessing perceptual attributes of
artwork, no areas of brain damage were associated with correlation deviations in judgments of
preference or interestingness of these artworks. The perception of artwork may in part be
dissociable from the evaluation of this same work.

Keywords: aesthetics, brain damage, neuropsychology, neuroaesthetics
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The fibrousness of Architecture – an aesthetic metaphor
Architecture without its motives and without the techniques employed in its creation is
inconceivable. Therefore architectural history implies a history of motives and imagery as well
as a history of technology. However whilst pictorial history, in terms of a history of styles, has
always been paid attention by aesthetics research, interest in work techniques / production
processes remained marginal.
Yet it can be observed that it is just certain production techniques from which an aesthetic
beyond mere vision is educed. Human motives as framed during manʼs examination of the
world and human techniques, conditioned bodily, are mutually dependent. Clothing and
cladding share the same word origin and cannot be discussed without considering the
development of textile techniques.
Based on the assumption that building techniques generate an inner aesthetic leading away
from surface, it is shown to what extent the ur-technique of binding and braiding corresponds
with the architectural concept of cover and canopy. All textile bonding techniques allowing for
laminar structures (binding, braiding, weaving) originate from the idea of fiber which becomes a
metaphor with regard to the named aesthetic.
Keywords: architecture, textile, fiber, techniques, aesthetics
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Lighting Research – a future´s prospective

The development of light sources and luminaries and light planning often neglects the fact, that
the emitted light is reflected on surface materials and the reflection process changes the quality
of light tremendously.
Bartenbach LichtLabor has a long tradition in light impact research. In the course of this
empirical work we are dealing with aesthetical research contexts, too.
In the presentation a few perennial laboratory studies will be shown within which the
psychophysiological effects of specific combinations of light-material surfaces were
investigated. These effects were revealed on an emotional, visual and biological level.
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REMEI CAPDEVILA WERNING
Columbia University, New York, USA

The Barcelona Pavilion and its reconstruction:
Two modernities
Mies van der Roheʼs German Pavilion (now known as the Barcelona Pavilion) was originally
designed as a temporary structure for the 1929 International Exposition in Barcelona and rebuilt
in 1986 as a permanent building. The architects responsible for the reconstruction stated that
their work was not the original, but rather an interpretation. Specifically, their purpose was to
“interpret as faithfully as possible the idea and the material form of the 1929 Pavilion,”
distinguishing between idea and material form because “the physical execution of the building
[…] did not always come up to the level of its ideal character before, during and after
construction.” It is known, for instance, that, due to the scarcity of green marble and travertine,
the exterior hidden walls on the 1929 Pavilion were built of ordinary brick, plastered, and
painted green and yellow. The 1986 construction, which used marble in all the walls, can thus
be considered both as an interpretation and also as the completion of an unconcluded building.
However clear the purpose of the reconstruction was, it is arguable whether the 1986 Pavilion
is, in fact, only the completion of an unfinished building. In other words, it is necessary to
examine of what this 1986 interpretation of Miesʼs 1929 Pavilion consists and to discuss how
this interpretation may influence our aesthetic experience of the Pavilion.
This paper defends the thesis that the 1986 reconstruction provides a unique vision of the
Barcelona Pavilion which does not correspond with the multiple interpretations to which the
1929 building was open. In particular, I will argue that the present reconstruction prompts us to
understand and interpret the Barcelona Pavilion as an icon of a very specific kind of modernity:
a modernity associated with formalism, autonomy, and purity (the kind of modernity articulated
by Clement Greenberg), whereas the traces of another modernity, which considers works of art
as inseparable from their social, political, and cultural contexts (the kind of modernity defended
by T.J. Clark) have been erased. To show that this interpretation of modernity triggers the
reconstruction of the Barcelona Pavilion, I will examine several features of the reconstructed
pavilion as compared to the features of the original (or, better, the extant information of the 1929
Pavilion). This is not only relevant for our aesthetic experience of the Pavilion, but also for
further discussions and interpretations of Miesʼs iconic building.

Keywords: architecture, modernity, Barcelona Pavilion, Mies van der Rohe, interpretation,
reconstruction, aesthetic experience.
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An empirical study on the relationship of positive emotion and
aesthetic experience
Using IAPS(International Affective Pictures System) and CAPS(Chinese Affective Pictures
System) as tools, we assume that there is corresponding relationship between positive emotion
and aesthetic experience and identifical emotional characteristics of four aesthetic features.
Experiment 1 shows that the some pictures from affective picture systems did arouse
subjectsʼdifferent aesthetic experiences and the pictures which are categorized into concinnity,
comedy, magnificence and tragedy also trigger subjects corresponding aesthetic experiences.
In the second experiment, pictures selected from the first experiment are used to investigate the
emotional characteristics of the four aesthetic styles.
The results show that experiences of concinnity, comedy, magnificence are types of positive
emotions according to emotional valence. Valence score of tragedy falls within the scope of the
negative emotions, but it is different from the negative emotions. Correlation test and regression
analysis show that it is much closer to positive feelings. The conclusion is that aesthetic
experience is a positive emotional type, but not equivalent to a positive mood, it contains
unpleasant factor.

Keywords: positive emotion, aesthetic experience, negative emotion
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Characteristic color usages in different film categories
Since the invention of color films, color has become a crucial element in the language of films
on both the aesthetical and expression accounts. The typical usage of color in a film includes
realistic color rendering, shaping the psychological atmosphere, and abstract expression, etc.
The purpose of this study is to find out the characteristic color usages in different film
categories through analyzing the color content of films in each category.
Films are classified into five main categories, i.e., Romance, Comedy, Horror & Thriller, Sci-Fi,
and Action & Adventure. From each category, 30 films produced in the past 10 years were
sampled for analysis. The content of a given film was sampled at a rate of 1 frame/10 sec. A
custom made software, Color profiler 1.02, was used for extracting the contrast, saturation,
brightness, red, green, yellow and blue values of all the sampled frames. The extracted color
information was then subjected to further statistical analysis. We found that among the chosen
five film categories, the patterns of coloring can be divided into 2 groups− one comprised of
Romance and Comedy, another Horror＆Thriller, Sci-Fi and Action＆Adventure. The color
usage and color information in these two groups differs significantly. The result shows that
colors in Romance and Comedy tend to be of higher contrast and luminance and are rich in red
and yellow while that in Horror＆Thriller, Sci-Fi and Action＆Adventure are of lower contrast and
luminance and are more balanced in blue and green. Nevertheless, the latter group shows
similar strength in red, yellow, blue, and green, which means that except for the blue-tinted SciFi, Horror＆Thriller and Action＆Adventure have no distinct color tone. Sci-Fi films usually show
highest average standard deviation of luminance, red, green, yellow and blue in these 5
categories. This indicates that colors of Sci-Fi films tend to vary greatly as the story progresses.
Every category shows lowest value in green and there is no significant difference in saturation
across categories. The green color is the least used in all types of films and the saturation of
color is impartial to all categories.

Keywords: film, color, contrast, saturation
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Decoding three contemporary femaly artistsʻ works in Taiwan: Gender
concept shapes art styles
This project aims to explore the key factors that might empower female artists to achieve their
professionals. How do they break through the restriction of a patriarchy society to achieve their
professionals? When they play a role of as artist/researcher/teacher all together, their
knowledge, artworks, and thoughts about gender are influential and meaningful to change a
new generation.
Three female artists will be selected based on around 15 years of teaching and art-making
experiences, and in the age of 50. They all teach in the university. Two of them are very active
artists in Taiwan, the other one is the ex-curator of National Taiwan Museum. One of artists is
very focused on technology oriented art-making. Another one makes public arts and has
interests on social-construction based works. The other one is very good at art policy and oil
painting. Interviewing, photo taking, document gathering will be used to get data for deep
interpretation. The aesthetics of life, art and gender consciousness of these female artists will
be compared and analyzed to find the similarities and differences. The key factors that influence
the female artists will be discussed through a cultural and social context.
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The concept of wall in the design process
Walls which bore witness to historical events for many years have a recondite language of their
own. Starting with the need of preservation and conservation, aesthetic and semantic
development of the wall concept contemporarily has acquired new dimensions. Due to rapid
technological improvements and facilitation of visual communication and information sharing,
the concept of wall is provided with newer interpretations and formations.
Despite the fact that the concept of wall is defined as “obstruction” and “restriction” intrinsically;
its essence, by putting forth the definition meant to be stated for consideration along both
Syntactic and Semantic dimensions, is able to designate conduct and behavior of the user
under influence of the userʼs past experiences. Walls appear to assume some effective
components that help to promote and to regulate individualsʼ interaction with their surrounding
environment. These components which acquired diversity throughout the historical process of
architecture have prominently accounted for the constitution of formal manners and styles.
While a common language is formed by the users in order to interact with each other, the
designer also needed a language (a life style or philosophy) to pass their ideas on.
In the study, along with debate on the role of wall, the significances it gained and the aesthetic it
caused are explicated and adoption of a systematic viewpoint on those significances is also
considered. In this context; upon the assertion that every wall built within the structured
environment has not only those virtues such as being “obstacle”, “separative”, “protective” and
“preventive”, but some other definitions are also asserted due to their possible association with
different meanings. In a phrase, emerging variations and diversities are explicated. In order to
comprehend, to interpret and to make sense of the diversity of wall, before all else, the
definitions and expressions of wall are to be studied and thus, by utilizing postulation of
Semiotics (Semiology), necessary definitions and classifications are performed (by examination
under headlines of Syntactic and Semantic Dimensions) on the wall with effective position
among the chosen architectural samples. Starting out with the question how those obtained
“wall types” to be used by the designers, further proceedings on the questions how to exploit
walls and make them perform guidance are fully contemplated. In this context; wall types in the
examined samples, their aesthetic and semantic contributions to architecture and their effects
on the user are interpreted.

Keywords: walls, aesthetic, design, meaning, emotional reaction aspect.
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Portraits of women and urban interiors
Antecedents, Purposes and Methods.
Last year I graduated in Psychology of Communication at Romeʼs “La Sapienza” University.
This year I concluded my annual Photographic Course in Rome, at the “Scuola Romana di
Fotografia” (SRF: Roman School of Photography). I have continued to take photographic
pictures using a digital Canon EOS 30D Camera, as well a View Camera (with 10x12 cm
negative film). I have prepared four portraits of women, with light pink as the dominant colour.
To make these portraits, I used light cosmetic make up on the two young women taking part
(eyeliner, lipstick, foundation cream and powder) as well as flesh-coloured hair covers (as used
by actors). In this way, the portraits are both realistic and strongly expressive of femininity, even
though they are rather particular in also looking like mannequins with something androgynous
and thus ambiguous in them.
I have also added two pictures in black and white, rather contrasting with the previous ones in
tonalities and content. They were taken inside a building in a Roman street and depict a
staircase and the threshold of an apartment. A common feature with respect to the woman
portraits is, nevertheless, the process of amodal completion (Michotte, Thinés, Crabbé, 1967).
I have also presented these works in other exhibitions such as “Artemics” or “New Unknown
Artists”, both in Rome last year.
List and Features of the Submitted Works.
The colour digital pictures and the technical and psychological remarks I am proposing for the
IAEA Art Exhibition in Dresden, 2010, refer to the following six works :
1) “Interpretation of beauty” no. 1 (Maria Teresa Colucci, 50 x 35 cm)
2) “Interpretation of beauty” no. 2 (Maria Teresa Colucci, 50 x 35 cm)
3) “Interpretation of beauty” no. 3 (Maria Teresa Colucci, 50 x 35 cm)
4) “Interpretation of beauty” no. 4 (Maria Teresa Colucci, 50 x 35 cm)
5) Rome, Via Conte di Carmagnola, 32, no. 1 (Maria Teresa Colucci, 50 x 35 cm)
6) Rome, Via Conte di Carmagnola, 32, no. 2 (Maria Teresa Colucci, 50 x 35 cm)

Keywords: ambiguity, androgyny, femininity, photography, picture.
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Psychological hints about the ending of The Plague by A. Camus
Introduction: the pathogenic germ is hidden in the folds of a hypocritical society and that,
periodically, epidemic explosions, breaking the artificial barriers, create special moments which
lead, paradoxically, to a sort of human solidarity.
Aim of the study: highlight the psychological aspects of a doctorʼs behaviour (Rieux) who was
the protagonist in the fight against the plague, and how the end of the scourge creates a
different atmosphere in the community: from a dimension of general terror during the outbreak
to an explosive joy at the end of the disease.
Materials and Methods: material is the play The Plague by Camus. The applied method is the
psychological analysis of the work and its symbols and metaphors.
Results: the analysis of the protagonist include the examination of the sequence of the events
that he has lived thanks to his “mission” as a doctor. Three figures overshadows his mind:
Tarroux, the friend he has so much loved, with perhaps a slight shade of homosexuality, his
wife, almost forgotten in a sanatorium and, oddly, the "guilty": Cottard who is, in any case, a
suffering human being and for this reason, worthy of pity. Finally, a significant attention we think
must be paid to three conclusive elements of the literary work: the decision to describe the
sequence of the events taking place during the pestilence, pointing out especially the
psychological effects they will provoke in the peopleʼs minds and the allegorical meanings
concerning the possibility that the plague is metaphorically a regular guest of the human world.
Conclusions: men, including the individualist Rieux, come out of their isolation just in moments
of danger or of collective enthusiasm. We also underline how the psychic change of the mass
is slow and difficult and for this reason the author refers to shouts of an unrestrained joy, given
that the mental processes have not yet had time to "take a new course".

Keywords: Plague, collective psychosis, psychological and aesthetic analysis
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Abstract art of avant-guard in culture evolution
Using classification of MacLuhan, abstract art can be designated as "cold", sign art, opening
space for high degree of participation of an audience, in difference from figurative, imagebearing "hot" art, which is aimed at powerful affective influence.
Dynamics of a ratio of sign and image-bearing pictures is displayed by smooth increase of
"imitative” filling to a maximum (art of the XVII-th century), and then its continuous decrease to
zero in avant-garde abstract art. The phenomenon pointless, so, and without-human art marks
a steady turn to new sign system. On the next limiting boundary of emotional complication the
culture addresses again to age-long problems, finding modern languages, signs, codes for their
judgement. Avant-guard abstract art with its sign nature can be designated as "quasivisual" and
as quasi-art, only owing to inertia considered as visual representation.
The major contribution of bright experiment is courageous test to create new "literature" on the
basis of geometrical generality of two attributes of a substance: extent and thinking. The
direction of search of simulation of consciousness (which would overcome a speech in
supersensual perception) is extremely perspective: the person thinks, worries not words and
not visual pictures, but something that while it is impossible, but essentially important to define.
For evolutionary cyclic movement of culture an avant-guard transformation marks the fine arts
end as means of translation of emotions, developing during millenia in the natural-cultural
environment, and therefore this art is art, which all the same exists in borders the objectivesubject world.
Refusal from «imitativeness» in favour of new system of signs is phase transition in which the
avant-guard designates the even more general limit – the finale of the new European art.
Certainly, any ideals are conditional, rules and borders are even more conditional– the artist
always breaks them. However at total overthrow all norms the vertical of an aesthetic reference
point is lost. Art as a perfect form embodiment in a matter – out of entelechy, out of
representation about perfection − loses the higher sense and appointment.
Courageous attempt of avant-guard to find instead of figurative language (reigning by millennia)
an essentially new code is apprehended with obvious enthusiasm as she answers aspirations
of young culture. The leaving culture inevitably, in one way or another, faces barbarity. However
barbarity is a youth promising updating.

Keywords: abstract art, culture evolution, code, sign, image
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The design process as multiple and complex problem solving
General principles of constructive design actions – based on the qualitative analysis of
established conceptions and expertsÅL statements of technical and non-technical (artistic)
design processes – lead to the assumption of a continuum of design processes. By this
continuum with its technical and artistic pole the classification of individual design processes is
made possible – disciplines may be characterized as rather technical or artistic ones or as so
called “mixture disciplines” (Englisch, Sachse & Uhlmann 2008).
Particular interest is given to the “mixture discipline” Industrial Design. Because of the
complexity of requests on the object to be designed (artistic and technical requests) and the
diversity of problem fields (or sub-problems) the designer is confronted with individual design
processes may be understood as multiple and complex problem solving processes (cf. BadkeSchaub 2007).
First the course of a design process will be presented – this theoretical course is derived from
conceptions in design (e.g. GuÅNnther & Ehrlenspiel 2007, Lauche 2007), a discipline-specific
conception Vorgehensplanung Designprozess” Uhlmann 2005) and findings from psychological
studies in engineering design (cf. Hacker 2002, Sachse 2001).
It is obviously that – in contrast to engineering design processes – the initial “key
concept” (Dorst & Cross 2001), or the so called “Hypothetischer Gesamtentwurf” (Uhlmann
2005) is of high importance: This anticipation of the object makes an opportunistic and intuitive
(Hayes-Roth & Hayes-Roth 1979) but at the same time systematic work (Hacker 2005) on the
sub-problems possible. These sub-problems depend on each other and on the “general
problem” – in addition they can be characterized as being rather artistic or technical. This
differentiation is for example reflected in the way sub-problems are solved (calculations,
sketches to technical demands vs. verbal descriptions of effects, comparative sketches to
colours and forms etc.) or the criteria leading to breaking-off the work on a special subproblem.
Finally and with regard to the sub-problemsÅL solutions an object is worked out – in virtual or
material manner.
Using studentsʻ documentations (N=20) these theoretical assumptions can be reconstructed. By
showing some pictures out of studentsʻdocumentations an insight in individual design
processes – especially in the work on artistic sub-problems – in Industrial Design will be given.

Keywords: artistic design process, technical design process, complex problem solving
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Fechner 2010 - the art of omission?
The first serious empirical study of reactions to artworks was performed by Fechner in 1871,
when two versions of Holbeinʼs (1497–1543) painting Madonna with Burgomaster Meyer were
exhibited at the Dresden Museum. When these were not successful due to too few
participants, Fechner later carried out empirical studies designed to determine which types of
form, proportions, and colours were considered the most beautiful or pleasant (Carreras, 1998).
The principle involved still remains the same, that an audience might prefer a different version
of a work of art to the original, although the experimental techniques to study this aspect of
aesthetics have since been refined.
Erdos et al. (2008) showed that some colour variations from the original were preferred to it by
significant numbers of respondents when viewing landscapes and that there were cross-cultural
differences for the three pictures used, but the findings were not consistent in the blue or red or
original preference across the paintings or by gender.
This paper assesses responses to artworks where some aspect has been changed, added or
omitted compared to the original, and examines the extent to which these responses differ
cross-culturally and by gender. The methods chosen is to obtain ratings of paintings using pairwise comparisons with the semantic differential to establish the preferences and whether the
changes that have an impact on the observer. Three paintings by Holbein the younger were
chosen: A lady with a Squirrel and a Starling (abt 1526-28), The Virgin and Child with the family
of Burgomeister Meyer (1528) and LAIS:CORINTHIACA (1526). In each case, the picture was
either switched left hand to right hand, or a colour was changed, or something was added or
removed. The resulting pictures were presented in pairs for the semantic differential pair-wise
comparisons and each was rated according to composition, liking etc. In addition, personality
variables and demographic information of the respondents were collected in Great Britain and
the Czech Republic.
The findings show that people hold strong preferences, despite the fact that none know the
paintings, so have no way of knowing which of the versions is the right one. We discuss the
suitability of the various methodologies with regard to the strength and weakness of the
“aesthetics from below” and comment on the adequacy of the description of a masterpiece as a
work of art in which ʻall elements are unmodifiableʼ.

Keywords: Fechner, Holbein, reaction to art, audience preferences
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Five degress Celsius warmer - an experiment on the influence of text
on images
A qualitative surveý (N=29) indicated a very high narrative quality of the motif of an
advertisement. The thick verbal descriptions of the still image were transformed to a customized
structured questionaire which tried to capture the main aspects of the plot such as location,
season, time of day, persons, action, etc. For the experimental group without text, the slogan of
the ad ("Come to were the flavour is. Marlboro") was removed. The questionaire was
administerd to a sample of 355 students of the University the Arts Berlin (with text n=226,
without text n=129). Some Results: The picture with text is perceived as more likely in the
evenings than he mornings, more likely in the fall than springtime, more likely after work than
before, the protagonist (only a gloved hand can is depicted) is perceived as more relaxed and
content, etc., and the outdoor air temperature assumed is five degrees Celsius warmer. Roland
Barthes' “anchor” and “relay” terms and other concepts from semiotics are used to interpret
different functions of the caption in relation to a still image.

Keywords: text-image interaction, print advertisement, experiment, semiotics

45

MARK FETKEWICZ
School of Art and Design, University of Northern Colorado, USA

Aesthetics for design education: constructing new contexts for
everyday objects
Design education within the broader context of arts education is a relative newcomer. Fields
such as Graphic, Industrial, Interactive and Environmental Design can track their lineage in
terms of only decades. As a result, descriptive vocabularies, theoretical and empirical models of
analysis, and ascribed contexts for inquiry are still formative. Therefore, the aesthetic and
contextual models of analysis for design rest primarily in the well-entrenched canons of the
traditional “fine” arts. Yet, the applied arts— the artifacts of the everyday, the pedestrian,
ephemeral and temporal objects, arguably impact our aesthetic experiences in more immediate
and pervasive terms than fine art.
What new contexts and languages do we bring to the table when discussing notions of
aesthetic value in design? As design educators and producers, how do we define our roles, and
creative outcomes for our audiences either in contrast or parallel to the accepted traditional
canons of fine art? Or, are we now just beginning to develop contexts idiosyncratic to design
objects? If so, what are they?
Many academic institutions continue to model design curriculum along the Bauhausian tenants
of form and Modernist notions of function. Are these the predominant canons for design
aesthetic theory? If so, how valid are these early twentieth century models as emerging twenty
first century technologies and materials bring to bear new modalities of use and form?
This paper seeks to open questions about how the discourse within design education and
design practice could better serve to build theoretical and empirical aesthetic models that
engage contemporary notions of form and use. Central to this discussion are the implicit and
explicit distinctions between art and design. Philosophical in nature are questions of identity for
the design arts and much of this identity crisis arises when the fine and applied arts are spoken
about in the same breath.
Design is not art. This has been stated boldly. So, then, how do we establish contexts specific
to the designed artifacts of the everyday. Designʼs implicit connection to use is an example of
one such territorial difference between fine and applied art. This may be a point of both
departure and arrival when considering the aesthetic context of design as a unique, immediate
and contemporary human experience at once democratic, sometimes utopian, yet always in
flux.
Keywords: design education, new contexts, everyday objects
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The straightforwardness of contemporary ornaments – from
dispensable accessory to decorative substance
Traditionally, an ornament is considered accessory to the substance, intended – as Friedrich
August Krubsacius said – not only for the eye but also to amuse the intellect. Once Adolf Loos
and others rejected the ornament, a more pure design philosophy claimed the agenda of the
“international style” in architecture. The apologists barely admit that a design, stripped of all
expendables, still needs to be – in some way – designed.
Among the most prestigious outcomes of Modernist design are the modular shaped concrete
brick designs that cumulate in the post-war construction boom in two applications: Modular
brick systems to cover the narrow side of social housing blocks, and free-standing screening
walls to structure the interspaces between housing blocks. The triple application of these brick
systems, flat mosaics, open-worked modules, and two-sided sculptural units, blurs the lines
between the fundamental substance and the additional decoration.
The discussion is illustrated by examples of two local artists, Friedrich Kracht (1925-2007) and
Karl-Heinz Adler (*1927), who now are considered to be among the originators of East German
Modernism. Does their concrete brick system work anticipate the contemporary theory about
architectural ornaments?
Contemporary algorithmic design and rapid prototyping make it even harder to differentiate
between substance and appendage: Where are the embellishments if the decorative substance
is designed and assembled in one technological step?

Keywords: ornament, modular shaped concrete brick systems, Friedrich Kracht, Karl-Heinz
Adler, flat mosaics, open-worked modules, sculptural units, algorithmic design and rapid
prototyping
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Danish design from a psychological perspective
With a point of departure in a psychological analysis of Henry Matisseʼs artistic work, it is
demonstrated how design springs from the same sources as art, but has a different
psychological function. Matisseʼs writings, along with published interviews, and observations
made by his coworkers during the four-year long construction of the Matisse Chapel in Vence,
reveal in detail his artistic sources and working process. The development of his famous
emblem, the finger-leaves, which is especially known from his paper-cuts, is used to
demonstrate some of the fundamental principles in Danish design.
Based on phenomenological analyses, in the light of existential theory, and Carl Gustav Jungʼs
(1967) conception of the symbol, it is demonstrated that the beauty of Danish design originates
from thorough introspective studies of nature and its influence on human consciousness. The
creation of prominent examples of Danish design, such as the Opera House in Sydney by Jørn
Utzon, the Egg Chair and the Ant Chair by Arne Jacobsen and the PH Pendel by Poul
Henningsen, are not only results of proficient refinements and simplifications of forms found in
nature, but they have their origins in specific states of being. Artʼs primary function is assumed
to provide a distinct form to an emotion provoked by new existential conditions (Funch 1997;
2007), whereas, it is suggested, works of design are fascinating because they elicit emotions
that are embedded in significant, but still complex states of being. The emotions elicited are
already familiar to people appreciating works of design but they elude any attempt to cognitive
apprehension because these emotions refer to states of being that are so fundamental to
human existence that they can only be manifested and fully experienced during life itself. Works
of design are assumed to reawaken such fundamental states of being.

Keywords: design, art, Matisse, Utzon, Jacobsen, Henningsen, Jung, emotion, existential,
phenomenology
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Sensing the “Right Dimension”: Human scale in architectural design
as ethical aesthetics
The question of human scale has been a dominant one in the thought and practice of architects
for a very long time. During the past 100 years the answers have been straddling from the
conceptualization of “Existenzminimum” to the contemporary legitimization of “Bigness”. The
questions, and consequently the given answers, have been mainly ethical, aesthetic and
economical. The thesis of this paper is that the human scale can be viewed as a prerequisite of
human communication and architecture as the space of communication. Human beings are not
perfect idealized users but real people with needs and aspirations interacting with space to fulfill
those needs and aspirations. Thus, human “weaknesses” are part and parcel of the human
condition since our senses have certain distinct to our species limitations. We cannot do
anything everywhere and forever. For example, we cannot hear or be heard everywhere and we
perceive space differently according to our distance from objects.
The consequence of this consideration is an urgent need for a higher evaluation of the role of
the human senses in appropriating, using and qualifying architectural space. This evaluation
could be coined ʻsensingʼ the appropriate to the senses scale on the drawing board and indeed
a major part of the creative or evaluative process of architectural design is “sensing” this
appropriateness. Most architects do it in their design but it cannot be described in definite
instructive terms. Yet, proper scale is not an abstraction. Itʼs a concrete value that can be
developed, cultivated and learned through an empirical procedure by looking at built examples,
as the architect and teacher Herman Hertzberger does in his “Lessons”. Complementary, it can
also be informed by studies in physiology and anthropology as, for example, E.T. Hall does in
his theorizing on the “Human Dimension”.
This paper takes theoretical and empirical views on scale to be complementary but will focus on
the empirical point of view by analyzing observations on architectural examples. These
observations could be valuable in redefining human scale by refining the architectʼs “sense” of
scale, his intuitive grasp of proper dimensioning. This approach may result to a deeper
understanding of how architectural space “works” as a common denominator for all people. The
right scale could be the common ethical basis upon which personal and cultural differences, as
aesthetics, could be projected and inscribed. Human scale can then be considered part of an
ethical aesthetics.
Keywords: architectural design, human senses, human scale, sensing appropriateness, ethical
aesthetics
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The metaphorical construction of landscape inside visual arts
The contemporary architectural and landscape take implicitly the construction of the desires
and needs of the persons. Both are formed as the definition of a process that establishes a
culturally response; that constitutes a precise relation between the interiority and the exteriority.
As consequence, a zigzag movement and an intuitively process are necessary in the
construction of the architectural fact. Across specific actions; the formalization of the concepts
are identified by the processes of construction.
The intuitive process of construction of the architectural fact has an origin before the intellectual
reasoning. In the beginnings of the Aesthetics, it is possible to establish that "before the
reasons they were the myths … and before the philosophers, the poets". From this point of
view, the categories of the “beauty” appear as improper words (of ethical origin) that refer to the
sensitive thing. The first approximation to these aesthetic categories is produced by means of
an intuitive knowledge in which the aesthetic thing is identified by the ethical thing, that is to
say, the “beauty” and the “good” are equivalent.
This intuitive knowledge produces a displacement between the meaning of the “beauty” and the
“good”. This action provides with metaphorical character to the experience of the knowledge of
the categories of the beautiful thing and the good thing. That is to say, the first specific method
by which the category of the beautiful thing is known arises from the metaphor. The metaphor is
the describer of the knowledge of the experience.
This paper presents different artistic metaphors –from architecture, from visual-art, from land
art, from... – that create an intentional cultural construction of the daily experience. This cultural
construction is formed through different viewpoints of the authors –Cedric Price, Tarkovsky,
Robert Smithson...-. We analyze the basic actions and the mattery of each visual metaphor. We
are pointing to... the construction of the process –the experience and the action- through
metaphorical landscapes.

Keywords: architecture, landscape, art, metaphor, action, intuition, knowledge
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Psychological aesthetics and expressive signs in French nineteenthcentury ornament
Aesthetic philosophy and psycho-physical theories of the reception of form entered the domain
of architecture largely through discussions on ornament and surface decoration. The freedom
inherent in the production of ornament, its secondary or subsidiary status, raised with particular
acuity the question of the nature of art and the source of its shaping power. Drawing from the
burgeoning field of psychological aesthetics, mid-nineteenth-century ornamentalists were at the
forefront of the drive to transform the panoply of real-life forms into an abstract language of
lines and colours that could preserve and intensify their perceptual apprehension and
significance.
To this end, the works of philosophical luminairies such as Victor Cousin, Théodore Jouffroy,
Félicité Lamennais and Charles Lévèque were pivotal in France and provided an ontological
ground for such abstractive processes to occur. One charts a clear tendency in both the field of
the aesthetician and that of the ornamentalist towards a quasi-scientific semiotics of form in
which individual sign-elements act as psychological triggers eliciting determined responses in
the viewer. The central assertion made by the following generation of art nouveau and
jugendstil architects and by many early proponents of the modern movement in Europe; that
forms and lines have a direct and productive effect on the emotional states of the beholder,
stems directly from this earlier period of inquiry.
I propose therefore to return to this early episode in the long history of collaboration between
the fields of architecture and aesthetics for the forthcoming Aesthetics + Design conference in
Dresden. My paper will explore the work of two mid-nineteenth-century French architects whose
contributions were specifically geared at reforming ornamental expression: Victor RuprichRobert (1820-1887) and Jules Bourgoin (1838-1907). I will examine the ways in which these
architects took up the very difficult task of translating the aesthetic theories of their time into
working methods for the design and composition of ornamental forms and motifs and illustrate
my presentation with the drawings and diagrams from their ornamental guide books. Finally, I
intend to conclude by submitting that the abstractive processes at work in these ornamental
guide books reveal a rich set of assumptions motivating early modern architecture as a whole.

Keywords: architecture, aesthetics, ornament, france, nineteenth-century
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Visual perception of real incongrous buildings and building models
Our research group has been conducting systematic studies on architectural incongruities for
about thirty years. The review of the demonstrative situations was based on the classification of
phenomenal qualities (Metzger, 1954 ; Bonaiuto, 1967) and led to distinguishing incongruities of
position, with the typical case of leaning buildings, as well as incongruities of shape,
composition, size, colour and so on (Bonaiuto, Biasi, Giannini & Bonaiuto, 2010). In other
words, this classification is based on psychological criteria and thus appears much more
relevant than the ones put forward, with rather heterogeneous criteria, in some architecture
texts – richly illustrated as they are (from Jenks, 1979, to Wright, 2008). Among leaning
buildings, we particularly studied the so-called Kino, the UFA Cinema in Dresden, which was
examined directly on site and in a large purposely projected colour slide. The direct examination
involved individually interviewing Dresden residents (balanced for age and gender), using
ascending and descending scales in order to evaluate the apparent inclination. The
phenomenon of anomaly emphatisation was assessed and yielded an average increase of 1°17
compared to the real inclination. A similar evaluation was also performed during the projection
of the colour image on a large screen (150x150 cm), in darkness and observed from a distance
of 2 m. In this case the average overestimation was of 1°72: very similar to the one obtained
with direct observation (Biasi, 2006; Bonaiuto, Bonaiuto, Biasi, DʼErcole & Giannini, 2005). The
study was replicated this year with similar procedures and a greater number of subjects. This
time, the slide was presented on a computer screen (56x45 cm), obtaining similar results to the
previous ones. The effects of circumstances that could accentuate or attenuate the apparent
anomaly were also studied, such as verbal messages and particular colourings (Biasi, Calcagni
& Parsi, 2008).

Keywords: architecture, building image, incongruity, perception, phenomenology
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Toward a rating scale measure of collative properties: an exploratory
study.
The objective of this work was the construction of a rating scale measure of collative properties
to assess urban and natural landscapes. The scale arose from the experimental aesthetics of
Berlyne who emphasized the important role played by aesthetic values (1960, 1971). According
to Berlyne, these aesthetic values are determined by the properties of person-environment
relationship that he called collative properties: complexity, novelty, surprise, conflict and
uncertainty (Berlyne, 1960, p. 44). The author considered that the affective response is
recorded as a judgement of preference, and emphasized the need to "built some way of
measuring these properties" (p. 18).
Consequently, two studies were conducted to develop the scale. In a preliminary study were
selected two preferred images of urban and nature landscapes, because the theory suggests
that is more likely that all these properties are present to some degree in a preferred stimulus
(Berlyne, 1960; Wohlwill, 1976). Fifty undergraduates students (17 males; 33 females)
assessed 10 urban and 10 nature landscapes viewed in a power point presentation and rated
on ten-point rating scale intended to describe “how much in general they liked this
place” (Herzog & Bosley, 1992). Then, the next study was carried out to test the scale. The
scale was composed by first person phrases that were redacted on the basis of Berlyneʼs
description. Two hundred students (57 males; 143 females) viewed one digital picture of
preferred urban or nature landscape (selected in previous study) and answered to the 31
phrases to addressing the five properties performing ratings on a seven-point scale to the
picture.
The results showed a satisfactory internal consistency for the five collative variables in both
urban and nature categories. The highest score founded was in conflict subscale considering
the total sample (α = ,89) and the lowest score was obtained in surprise subscale, with the
subsample who answered the scale to the nature image (α = ,70). Moreover, the results of
factor analysis indicated that the empirical structure was adjusted satisfactorily to the theoretical
structure. And with complete sample only three sentences saturated in another factor that was
expected.

Keywords: aesthetic preferences, environmental preferences, collative properties, scale,
urban / nature environment
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Adornment using expensive jewelry: why do men choose expensive
watches?
It has long been the case that women were expected to adorn themselves with jewellery and
make-up, but more recently men have also begun to wear jewellery. The wristwatch is almost
ubiquitous for both sexes, but whilst it is for some as purely functional, by others it has a strong
decorative element to reflect self-image, for example in terms of sporting interest or technical
superiority or wealth. Thus the design, the renomé and the instant recognisability of this
everyday object becomes important for its aesthetic evaluation and in the purchase decision.
Wristwatches range in price from just a few dollars to many thousands and present many
different images from the high-tech chronometer to the delicate bracelet type; they are visible to
both wearer and others and so may constitute part of the self-image and oneʼs social identity. In
terms of Kreitler & Kreitlerʼs (1990) 22 dimensions of meaning, cognitive, affective, functional,
attributional and judgemental will all be important to the purchaser and wearer, although these
may conflict as they may not all be compatible in a single product, e.g. cognitive features such
as precision time keeping and endurance/reliability with affective features such as elegance and
delicacy (Norman, 2002). There are many expensive brands, seemingly aimed at men,
advertised extensively in magazines: however the purchaser and therefore the evaluator of the
aesthetic features may often be women. These advertisements often use celebrities [film stars,
sportsmen], good-looking models or sometimes feature just the product itself. The prices imply
that these products are much more than simply functional and that aesthetics and status are
very strong reasons for purchase.
This study takes advertisements for a range of expensive watches, and, using semantic
differential ratings and other measures including price estimation, compares them in terms of
consumer perceptions in three countries. Preliminary results from the first country indicate that
there are not strong relationships between advertisement or product preference and perceived
price, and that perceived price is a poor estimate of the real price. In addition, respondents
seem to be making judgements on the attractiveness of the endorsers rather than their
credibility, and that attractive people [celebrity or not] are more effective in influencing aesthetic
product preference than no people, but that less attractive celebrities are even less effective.
Thus, respondents' aesthetic evaluations of the design are moderated, both negatively and
positively, by their opinion of the endorser. What will be of interest in this paper is to see the
extent to which these aesthetic evaluations vary from culture to culture, and why.
Keywords: jewellery (jewelry); aesthetics; endorsement; perception; cultural differences
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Visual balance of facades - Investigating the interplay between eye
movements and and balance judgments
Many of the most fundamental planning and design decisions in architecture require aesthetic
judgments to be made. One decision concerns the balance of a facade composition. Balance is
achieved through weighting compositional elements in order to produce stable, holistic patterns.
Does this consequently mean that the balance of a facadeʻs composition has an important
impact on the assessment of a building´s balance and beauty? The question is whether balance
is really experienced and incorporated when judging the aesthetic value of a building, especially
by non-architects. In order to understand how people experience buildings, and how that
experience informs the process of evaluation, an eye-movement experiment was conducted.
Fixation patterns and judgments of balance were combined, thus elaborating the issue of
balance in a facade by relating it to perception and evaluation of the beholder.

It was found that fixation distributions vary in dependence of balance judgments. Facades that
were judged to be more balanced evoked more fixations on the left and bottom side of facade
composition whereas facades that were judged to be less balanced evoked more fixations on
the right and top side of the composition. Results are interpreted by referring to the concept of
anisotropy of visual space after Arnheim. According to him, it could be speculated that visual
masses that shifted towards the right side of a composition produce “heavier” perceptual
weights and thereby disturb compositional balance. This could imply that eye movements are
shifted to the right side as well. This shift of eye movements might lead to a decrease in
perceptual ease and thereby to decreasing appreciations of balance.

Keywords: balance, architecture, eye movements, aesthetic judgments, fluency
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Museum image hinders aesthetic pleasure
Museums offer a great variety of aesthetic objects, thus different kinds of aesthetic pleasure
may be found when visiting a museum. However, it is not known whether aesthetic pleasure is
different from one class of objects to the other (Pleasure Difference Hypothesis) or if there is
only one kind of aesthetic experience basic to all pleasurable events (General Aesthetics
Hypothesis). Principally, museums are open to all citizens, however, the majority of the public
does not go to museums. Research on consumer behaviour suggests that this may be due to
(1) a negative image of museums or (2) to a difference in leisure time behaviour, i.e. looking for
different types of pleasure.
Running a survey (N > 700) we focussed on the Negative-Image-Hypothesis (NIH) by using a
semantic-differential (SD) scaling procedure to compare the museum image judgements of
museum visitors and non-visitors (23 SD-scales + 6 additional rating-scales on categories
assumed to be image-related). Experimentally, we manipulated the number of concepts to be
rated (16 in total) to be able to contrast the images of different concepts to the image of
museum.
Results give evidence for great differences: Museum visitors show a very positive image of
museums compared to non-visitors. Visitors can be characterized as (a) well educated, (b) in
the mid of their life-time, (c) go to museums more than once per year, and (d) do not go as
single individuals but mostly with accompanying persons. The characteristics of non-visitors will
be presented at the congress as well as data on the concepts to be rated which do differ in their
image.
If the Pleasure-Difference-Hypothesis is true (people differ with respect to aesthetic and leisure
activities) and the non-visitorsʼ image of museums is more negative a difference in leisure-timebehaviour is to be expected. Therefore, a number of analyses will show how visitors and nonvisitors can be grouped according to preferences for aesthetic activities. As emotional release
and cognitive restoration (cf. Höge, 2003) play some role when visiting museums, non-visitors
are assumed to either find release and restoration in different activities or both aspects simply
do not belong to their motivational situation.

Keywords: museum image, survey, visitors, non-visitors
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Individual creativity in business model designers:
A multivariable-method study using divergent thinking and openness
Only recently, research in organization theory and entrepreneurship has begun to address the
importance of design in the entrepreneurship process (Zott and Amit, 2007). In fact, business
model design may in itself be part of the opportunity development process. In developing
theories of the entrepreneurial process, personality variables may play an important role (Zhao
and Seibert, 2006). Leaders tend to be more pragmatic and social, whereas the intellect of
creators concentrates on imagination, that is, the capacity to come up with new ideas
(Simonton et al., 2008). The vision of new business opportunities and some broader or finer
grained ideas for their implementation are addressed by the central element of creativity
(Bouncken, 2004). Following the ìcall to action for psychologyî (Hisrich et al., 2007), the author
analyses the creative potential in 32 German business model designers using an integrative
measurement approach. This links the cognitive ability of divergent thinking to the traitorientated perception of creativity in the Big Five model, highlighting the role of openness to
aesthetics.
No other psychological concept has proven to be as difficult to measure as creativity (Hocevar,
1981). Dissecting the weaknesses of such measures, Plucker and Runco concluded that ìthe
death of creativity measurement is greatly exaggeratedî (Plucker and Runco, 2001). Early
studies in search of identifying creative individuals often focused on personal dispositions and
other individual characteristics (Malakate et al., 2007). In terms of the Big Five framework,
openness to experience should be most relevant to creativity (Dollinger et al., 2004). In the field
of entrepreneurship research, the trait of openness might be more crucial in the process of
creating a new venture rather than sustaining one (Ciavarella et al., 2004). Today, the most
commonly used measures of the potential for creative thinking are probably tests of divergent
thinking (Runco et al., 1987). Despite the general importance of creative potential in designing
business models, only a few studies aimed at examining ideational fluency, originality,
elaboration and flexibility in entrepreneurs. According to first results, designers of business
models tend to show high levels of ideation (Ames and Runco, 2005).

Keywords: creativity, entrepreneurship, openness, divergent thinking
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The relationship between mental visualization types and drawing
habits
Drawing is a complex vision-guided motor skill that must involve a good variety of cognitive
functions. Among all the supporting cognitive functions, the ones associated with creating and
maintaining a stable internal representation should play a crucial role in drawing. In this
research, we explore the correlations between types of drawing habits and cognitive styles
pertaining to mental visualization. We classified painters according to their performance in
drawing and Cognitive ability tests. One group of painters who are good at drawing realistically
are called Type A drawers. By contrast, Type B drawers tend to make schematic drawings.
Cognitive styles refer to an individualʼs preference and inclinations for acquiring and processing
information (Ausburn & Ausburn, 1978; Messick, 1984). Earlier researchers (Bartlett, 1932;
Paivio, 1971; Richardson, 1977) proposed that individuals can be classified as visualizers
versus verbalizer. According to this concept, visualizers prefer relying on imagery ability when
attempting to perform cognitive tasks. Verbalizers prefer relying on verbal abilities. Recently,
Kozhevnikov et al. (2005) reported that there are two different types of visualization groups:
object visualizers who tend to construct images of the properties (such as color, texture, shape)
of objects, and spatial visualizers who tend to manipulate schematic imagery to represent
locations and spatial relations among objects and to perform complex spatial transformations.
The participants were pre-screened for their drawing skills and training history to ensure that
they are good drawers. 206 participants in total were qualified for this study. A set of drawing
tasks were used for classifying the participants into Type A or Type B drawers. All participants
were also evaluated and classified according to their cognitive styles and mental imagery
forming abilities with a standardized battery OSIQ(Object-Spatial Imagery Questionnaire,
Blajenkova et. al. (2006)).
We found that drawersʼ representational drawing ability is correlated with mental visualization
types. Object visualizers tend to use their object imagery ability to make realistic drawings.
Spatial visualizers, however, tend to rely more on their spatial imagery ability to do so. In
general, drawersʼ schematic drawing ability is inversely correlated with their spatial imagery
ability, suggesting that drawers of inferior spatial imagery ability tend to simplify the spatial
relationship of pictorial elements, and ,thus, turning their drawings towards schematic styles.

Keywords: mental imagery, drawing, cognitive style, visualizer, verbalizer, spatial imagery,
object imagery
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Symmetry motifs may be the basis of writing
Evidence will be reviewed that the use of visual abstract patterns in early and more recent
textiles and pottery could be the precursor to abstract symbol use in writing. SchmandtBesserat (See Peterson, 1988) found clay tokens with symmetrical markings which were used
to mark clay vessels as indicators for trade quantities dating from Sumerian times, 3350 BC or
before. She regards these as precursors to pictographs. Stones with symmetrical markings as
old as 77,000 years have been found (Henshilwood et. al., 2002).
Wynn (2001) has suggested that symmetries in knapped stones show intentional pattern
making in mobilary art perhaps a million years ago. Clearly abstract pattern making has been a
human endeavor for a long time. The transition to symbolic use of visual markings is not so
clear. I would like to argue that it is exactly the symmetry of patterns that allows for the
development of abstract symbol use in the following way. A (non symmetric) motif is defined by
symmetry motions (Leyton, 2001 ). In order to see what it it is that is repeated the symmetry
motion itself must perceived. According to the work of Jacobsen et. al. (2006) symmetry
patterns are perceived in the same brain areas as the action system , the dorsal stream
described by Goodale and Milner (1992). Thus they are not perceived as objects, or gestalts.
Rather, the motifs themselves, I would suggest will be processed by the ventral stream which
processes objects. It is this stream which supports the language system. As Piaget (1963)
suggested, the infant first manipulates objects, then uses them symbolically, then develops
symbolic language use. The evolution of language and in particular, writing might follow the
same sequence from markings on mobilary art to use of abstract symbols in text. It is the
repitition, thus the symmetry of the markings that reveals the motifs that can be used as
symbols. Use and preference for various types of symmetries by contemporary artists and
artisans will also be discussed in light of the symbolic and metaphoric potential in symmetry
patterns. I will use Arnheimʼs “ostentive” method, as well as discussing more empirical
evidence.

Keywords: symmetry, writing
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Weaversʼ preferences in symmetry patterns
According to Jacobsen , Schubotz, Hofel and v. Cramon (2006) symmetry judgments activate
the superior parietal lobe, intraparietal sulcus and dorsal premotor cortex. These are areas of
the human brain that are clearly in the dorsal stream of the visual system--the action system
according to Goodale and Milner (1992) and Rizzolatti and Gallese (2006). Thus perception of
symmetric pattern may be related to action perception, more than to object perception as
instantiated in the ventral system. Aesthetics judgments, on the other hand activate the right
orbitofrontal cortex, recruiting networks overlapping with the seat of moral and social judgments
(Jacobsen et. al.). Thus preference for patterns is a separate process from the perception of
those same patterns.
In an aesthetics rating task using a range of symmetry patterns (Washburn and Crowe, 1988),
Humphrey and Washburn (2009) found that a group of weavers preferred not just reflections
such as the patterns used by Jacobsen et al., but also two-dimensional symmetries. In the
present study we compare the weaversʼ data to those of non-weavers in an age-matched
sample. We find that the non-weavers prefer certain patterns including those having multiple
one-dimensional symmetries significantly more often than do the weavers. These same types
of patterns were previously preferred by both art and non-art students (Humphrey and
Washburn (2001). Weaversʼ preferences for patterns created by different symmetries may
reveal a different aesthetic or different perception of the feature of symmetry. This paper
addresses how stimuli can confound symmetry preference responses by comparing studies
where we used generic triangles to a new test where we showed Korean individuals different
symmetrical arrangements created exclusively with Korean motifs.

Keywords: symmetry, weaving, preference, action system
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Fantastic affordances: Architectures of extreme perceptions
James Gibsonʼs Theory of Affordances (1984) offers a means of interpreting, evaluating, and
designing the architecture of our built environments. This theory describes visual perception as
an active process wherein observers ascertain empirically what an environment ʻaffordsʼ to its
inhabitants, or rather, what it appears to provide, offer, or furnish to this animal observer. As a
theory describing our everyday dynamic perception of the environment, it offers us a way of
uncovering greater meaning and value in architecture that goes beyond the limited (and
unnecessarily separated) ideas of conventional aesthetics, such as the difficult to define notion
of ʻbeautyʼ, and typical definitions of ʻfunctionʼ. Gibsonʼs Theory of Affordances hybridizes these
terms of reference, giving us a greater understanding of architectural design and experience in
terms of the everyday perception of the world. As such, the theory could support an accessible
mode of architectural discourse. The Theory of Affordances, however, is equally capable of
assisting our development of more complex, immersive and interactive environments.
In looking at some contemporary works of cinema, dance, and interactive game environments
we can find an interesting combination of enhanced modes of observation and designed
environments that alter the perceived affordances of our conventional worlds into fantastical
spaces, with a particular focus on immersive physical interaction. Cinematic examples such as
“The Matrix”, “Crouching Tiger Hidden Dragon”, “Mary Poppins”, or the dance choreography of
Busby Berkeley, as well as many interactive video game environments such as that of “Mirrorʼs
Edge”, demonstrate great acrobatic movements through elaborate constructions, consisting
however, of recognizable architectures. These art forms develop conventional or existing
architectural environments into those demonstrating extreme affordances for physical,
kinesthetic interaction.
Such environments of fantastic affordances rely equally on creating new modes of perception of
these spaces as much as on their design. Though Gibson himself points to the failing of
comparing basic camera operations to animal, especially human, visual perception, evolving
cinematic and virtual camera media and techniques may soon grant a closer representation of
the multi-faceted experience of his model of visual perception. Beyond this, however, new
media becoming commonplace in theatre, cinema, and media-arts clearly offer us an enhanced
mode of experiencing our world in ways that are beyond the everyday. In this light, by
interpreting Gibsonʼs Theory of Affordances as a means of approaching the art and design of
our built environment, we may develop new tools of perception to take us from an
understanding of everyday vision, to the fantastical and visionary.
Keywords: architecture, affordance, cinematic environments, perception, interactive design
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Hair as cultrual narrative: How do residents of North Taiwan practice
aesthetic through body in their everyday life.
Hair styles narrated one of the historical perspectives of aesthetics across cultures. The wig
was one of the prevailing signifiers for expression in France in the eighteen century, which
happened long after the ancient Greece and Rome when rulers displayed abundant and flowing
locks in order to distinguish themselves. At the same time, the wide-spreading plaited hair was
under the command of “Order of Hair Shaving” in China. It seems individuals nowadays are
empowered to create their own hair styling as aesthetic practice, but is it true? Few researches
have probed into this issue; to tackle it, a questionnaire was designed for a cohort of 77
participants, who were randomly sampled respectively in each of the three target communities
(24 juveniles, 28 young adults, and 25 adults).
Combined operations as techniques of natural observation, document collection, literature
review, and interview, were also employed for randomly selected 27 out of 77 participants in
order for triangulation and cross validity. Results were revealed as the following. Firstly, there
was inconsistency between responses to questionnaire by participants and their actual
behaviors. Secondly, evidences uncovered discrepancies in how the participants, of different
educational backgrounds, occupations, genders, socioeconomic backgrounds, regions, hair,
races, regions, and even sexual orientations, interpreted and practiced their hair aesthetics.
Finally, social and cultural significations were generally embedded in participantsʼ hair style and
both consciously and unconsciously concerned how they practiced their hair aesthetics.
In a nutshell, methodologically speaking, questionnaire seems donʼt always reflect the truth of
actual practice. Moreover, my main finding does not parallel the concept of “disinterested
aesthetics” by Kant. Further, hairʼs centrality lies in personal aesthetic identity associating more
with the external than with the internal factors. The aesthetic practice in hair styling, beyond
personal meaning, connotes its fascinating role as communication. Individual constructs self
identity and builds cultural imagination in their presentation of hair semiotics; culture and power,
in the meanwhile, are shaping their bodies. There is an evident association between hair
aesthetics and status, which sheds light on the aesthetic signification between self and other; in
this case, any change of hair is of significant meanings.

Keywords: hair style, aesthetic practice
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Sensual metaphysics. The harmony of forms in Mediterranean design,
between perceptions, matter, memory and creative thought.
The search for identity of human beings, either objective and subjective, aims to understand
being in its totality, its meanings as well as the context in which it is immersed and to which it
refers, a context that, absolute or relative, can therefore be considered inhabited. Man, in fact,
lives in the forms to which he relates, physical or metaphysical, that can be defined 'beingʼs
places'.
Starting from broadest possible context, that is 'being in the absolute', can be observed that in
every possible route taken to reach its essence, through successive abstractions, there is a
thought that, while acting in a metaphysical way, is affected by our ʻbeing physicistʼ that taught
the imagination to relate to the matter.
Even pure thought, in fact, consists of a succession of images, even if conceptual ones, whose
meaning and strength originates in the senses that produced them. So even in the
'contemplation of being' a state is determined where thought is mediated by physicality, and
feelings become thought as thought itself becomes sensitive. In such a way, 'metaphysicalsensual' paths of knowledge come to life.
From this point of view aesthetic itself becomes an essential act, integral and fundamental part
of the process that leads to the metaphysical knowledge, to the essence of things.
Extending these considerations to a relative context, we can usefully refer to the mediterranean
environment as a metaphor for reality, for its being heterogeneous and yet unique, with strong
physical connotations and at the same time offering itself as the manifestation of a synthetic
idea, where the word 'mediterranean' identifies the essence of places, times and peoples for
which the 'difference in unity' is a founding character.
In particular, some harmonic cases of architecture and artifacts, designed and lived in such
context, reflects the essence of the Mediterranean, so their shapes become sites composed of
multiple realities that not represent the infinite, in a symbolica or illusionistic way, but open to
the infinite, establishing themselves as a presence, not a representation, of the infinite in the
finite.

Keywords: sensual metaphysics; harmony, identity, inhabit, mediterranean design, perceptions,
matter, memory, creative thought, sensitive thought
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The visibility of preference
In the literature of empirical studies of the aesthetic appreciation different methods were worked
out for measuring the aesthetic judgments. In this paper three types of such methods are
compared. Preference scales, verbal discussions on aesthetic distance (interviews), and eyemovement data are investigated in quantitative and qualitative analyses.
The analysis was based on 468 registrations. In the experiment a set of artworks were used
differing by figurativeness and familiarity; the subjects were different by artistic background (the
three groups were artists, critics and laymen).
The eye-movement data were managed by the NYAN software, developed by The Interactive
Minds, Dresden. The software is able to visualize the-movements of the beholder. Two of these
techniques were applied on all of the subjectsʼ gazing on all the pictures they observed. The
first type of visualizing the gazing patterns is called ʻscanpathʼ and shows the fixations by
marking the picture with colored circles and saccades with black lines. The other type of
visualizing the gazing patterns is called ʻsinnbuilderʼ and shows a kind of meaning of the
fixations.
The main questions of the investigation included: Is there any specific feature of gazing
according to preference? Is there any connection between preference (measured by offline
methods like scales and oral tests) and eye-movements (measured by online method)?
However there is no overall correspondence between ʻofflineʼ preference data and eyemovement patterns, still various effects could be reconstructed from the data. According to the
effect of artistic proficiency, personal style on watching, the features of the visual display, and
lacking the direct instruction (ʻpure visionʼ or ʻartistic instructionʼ), there is empirical evidence on
the characteristics of eye-movements related to aesthetic judgments.

Keywords: eye-movements, preference, visual art, online and offline methods
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On the difference between Japanese original haikus and translated
ones - from a view-point of evoking emotions in readers' mind and
heart
To make a poem is to draw a picture with words in readers' mind and heart. There are many
kinds of fixed poetic forms in the world, but haiku (seventeen-syllable Japanese poem) is one of
the shortest poetic forms and it has its peculiar mechanism for evoking emotions to readers'
mind and heart. Sergei Eisenstein once said that his montage theory in films was thought out
from Japanese haikus. Actually many haikus are translated into English, French, German and
so on, but I wonder how they are accepted, because there are fundamental differences
between Western language and Japanese as to the way of giving a sensuous shock in words to
readers. In English, for example, both of logical statements and sensory information are also
conveyed by sentences composed of a subject and a predicate, but in Japanese, sensory
information is conveyed by not only sentences , but also by peculiar information-transfer forms
which are combined with a topic and emotion-evoking examples. For example, a famous haiku:
Akinoyo-ya tabino-otoko-no harishigoro is composed of three elements; akinoyo(a night in
autumn), tabi-no otoko (a traveling man), and harishigoto (patching). This haiku means that
when I think of a night in autumn (akinoyo), I immediately imagine a traveling man (tabinootoko) busy patching (harishigoto).
This haiku is usually translated into English as this: In an autumn evening a traveling man is
busy patching. The difference between the original haiku and the translated one is the
difference in weight of information. Haiku is intended to draw a picture of loneliness of an
autumn evening, but the translated one is weighed in what a traveling man is doing in an
autumn evening.
I'm going to try to explain the difference of the way of evoking emotions in between Japanese
and English, using several examples of original haikus and translated ones.

Keywords: haiku, translation, emotion-conveying form, aesthetic technique
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Being moved, being touched, being excited – complex modes of
feeling
In the field of the psychology of emotion, the concept of aesthetic emotions is heavily contested.
We hold forth that what is variously called being moved, being touched, being affected, being
excited does not constitute a specific discrete emotion in itself, nor can it be rendered in purely
dimensional terms. Rather, we suggest that these affective states can be considered as highly
complex feelings in their own right. Each refers to a specific range of discrete emotions,
privileges specific appraisal patterns over others and also has distinguishable valence-arousal
patterns. This type of feeling might therefore require an additional sub-category in the field of
emotion research.
In a first step we have begun to investigate which discrete emotions are usually associated with
these concepts, using the German language. Asking specifically for verbal associations of being
moved, being touched, being affected and being excited in separate groups of students, we
have been looking for the commonalities and differences between them. The first analyses
indicate that the so-called basic emotions or prototypical emotion concepts (joy, happiness,
sadness, love, fear etc.) are very prominent in these responses. Furthermore we found subtle
differences between these complex modes of feeling.

Keywords: aesthetic emotions, complex mode of feeling, being moved
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Designing the spirit and the spirit of design:
Dresdenʼs Frauenkirche as model for Bamiyanʼs Buddhas
In this essay I describe and evaluate the resurrection of Frauenkirche, a church that was
burned and dismembered in the Allied attack on Dresden near the end of WWII. I discuss the
various considerations—aesthetic, historical, philosophical, political, and religious—that
informed the decision to recreate the church using salvaged, battle-worn materials and
mimicking the appearance of the original structure. I argue that the recreation of the
Frauenkirche was a resounding success. The building is a striking example of design and
implementation, of aesthetic theory and aesthetic practice, coming together to create a piece of
architecture that educates, memorializes, and captures, empirically and tangibly, the spirit of
hope. The “new” church—the “replacement” church—serves to reawaken and reestablish
(arguably even enhance) the meanings and values that went missing, temporarily, while the
church lay in ruins. I then extrapolate to a more recent (and, as I write, politically and
ideologically contentious) example of this sort of cultural barbarism—the Talibanʼs desecration,
in 2001, of Afghanistanʼs Bamiyan Buddhas. I show how and why Dresdenʼs church is a good
analogue for the Buddhas. And drawing on the lessons from the Frauenkirche, I close by
arguing that Bamiyanʼs Buddhas, for many centuries the centerpiece of Afghanistanʼs material
culture, can and should be reanimated. In short, Dresdenʼs successful experiment in aesthetics
ought to be repeated in Bamiyan. As Germanyʼs experience attests, resurrection reconciles—
something that would have obvious import in and for Afghanistan.

Keywords: the Frauenkirche, Bamiyan Buddhas, design, aesthetic experience, aesthetic
education, memorials
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Zanis Waldheimsʻ creative process
The project here is to make known the creative process of Zanis Waldheims (1909 -1993) who
has come to imagine and develop an approach -similar to a graphic design language - to
illustrate and transmute in a non figurative art form - his interpretation of concepts and findings
inspired from his research in the broad range of scientific and philosophic literature. It is through
those domains that he has picked up ideas that suggested structures that led him to illustrate
those structures schematically. Ideas such as limits, subordinate/coordinate orders, extensive/
intensive, transformation, light/shadow, order/chaos, inclusion/exclusion et cetera.
It is mainly on the will to attach a form or a sign to a word or a group of words expressing an
idea, an emotion, a sentiment or a concept that he oriented his thinking, and to achieve this - he
started by scribbling - in the margins of the books he read - primary geometrical figures using
squares, circles, rhombus, diagonals and straight lines, see a combination of those easy
recognizable forms. His scribblings - that soon became schemes - progressively gained in size,
form and meaning, similar to Maslowʼs pyramid in the domain of psychology.
An idea from Edmund Husserl, the phenomenologist, that “an absolute reality corresponds
exactly to a round square” brought to his research a great deal of intellectual material. He
interpreted Husserlʼs idea as a square that is progressively deformed towards the inside,
generating a series of figures such as the circle (concave square), the rhombus, the inversed
circle (convex square), the XY axis, and a centre dot as the extreme limit of the transformation.
He pushed furthermore his abstraction, he tied it to the words extensive and intensive. The
extensive would be abstracted to the square, the intensive to the dot. For him, those are signs
and concepts to which the psychophysical can relate, that is to say: a rapport of objects to
vision and emotion. Not only did he interpreted in drawings abstract structures, he also
characterized words with primary geometrical figures. One can find, in Frank Lloyd Wrightʼs
immense body of work, that he had explored this domain which became in the years to come
his “Organic Commandment” where he had used, the circle, the square, the triangle, and three
horizontal lines, that he abstracted respectively to the words heart, mind, spirit and will.
Retrospectively through Waldheims four decades of research in aesthetic and meaning, one
can notice an evolution and notice the masterly hand rendering of colour crayons that he used
to give flesh, penetration and movement to the original skeleton. There are approximately thirty
different groups of drawings that have been inspired by his readings on scientific matters, but
also from his constant curiosity to explore forms, colours and numbers.
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What do spectators of theater performances experience?
Investigating the theatrical event
Although the most obvious way to evaluate the success of a theatrical performance is to
explore visitorsʼ reception, studies on audience reception in theater are still rare (Schoenmakers
& Tulloch, 2004). Existing empirical approaches differ in their conception of the theatrical event.
While some focus on the content of the theatrical experience, others explore similarities of the
structure of the theatrical event in the eyes of the spectators.
The most recent study in the structural research line has been conducted by Eversmann
(2004). Aiming at discovering “what [...] spectators of theater performances experience” (2004,
p. 139), he transfers Csikszentmihalyi & Robinsonʼs (1990) general theory of the aesthetic
encounter to the theater context. Based on semi-structured interviews, Eversmann (2004)
identifies four structural dimensions of the theatrical experience, i.e., perceptual, cognitive,
emotional, and communicative.
While the perceptual dimension is defined as “perception per se” (Eversmann, 2004, p. 151),
i.e., the visitorʼs pure experience of impulses from the stage without any interpretation of the
stimuli, the cognitive dimension covers the spectatorʼs intellectual dealing with a performance.
The emotional dimension, in contrast, includes spectatorsʼ affective reactions to the
performance, while the communicative dimension deals with the interaction between
performance and spectator.
Based on Eversmannʼs (2004) findings, our paper makes an empirical effort to identify the
determinants of visitorsʼ overall judgment of a theatrical event. Therefore, measures for the four
dimensions as suggested by Eversmann (2004) are developed in this paper. Next, an empirical
investigation (n = 125) is conducted during two live performances of a play by Boris Wassiljew
(1969). According to a multiple regression analysis, neither the perceptual nor the
communicative dimension contributed to predict visitorsʼ overall judgment in theater. Instead,
both the cognitive and the emotional dimensions were significant predictors of spectatorsʼ
overall judgment. Interpreting the regression coefficients, the emotional dimension (ß = .48***)
seemed to be more important than the cognitive dimension (ß = .41***). Together, the
dimensions explained almost 70% of the variance in spectatorsʼ overall judgment of the
theatrical event.
Altogether, our paper provides first insights into the degree to which Eversmannʼs (2004)
structural dimensions contribute to explain visitorsʼ overall judgment in theater.
Keywords: theatrical event, reception research, theater performance, overall judgment
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Rhetoric of film editing and viewing
In this paper, we focus on the relationship between the rhetoric of film editing, and viewer's
cognition. We especially analyze cognitive effects of various edited films relate to viewing
situation.
There are two different purposes in the rhetoric of moving image. This difference is very
important in the study of rhetoric cognition and composition because viewer's cognitive process
is changed by the two types (Kanai, 2002). First one is to tell some story. In this case the totality
of the events or the continuity of characters is important. So, editing is subordinated to the
events or the characters. However, "rhetoric of a moving image with a purpose of telling a
consistent story" (S-type rhetoric) is only one possibility and "rhetoric of a moving image with a
purpose other than telling a consistent story" (NS-type rhetoric) too, exists.
In NS-type rhetoric, a purpose of rhetoric is to create a pure audiovisual situation or to
emphasize the subtle element, such as individual shots. Cognitive effects of S-type rhetoric are
caused by the events and the characters. On the contrary, cognitive effects of NS-type rhetoric
are caused by the editing, photography or sounds themselves. NS-type rhetoric is used in many
artistic films and music videos. In this paper, we classify the S-type rhetoric and the NS-type
rhetoric of film editing into 16 categories based on Eisensteinʼs four montage theory (metric
montage, rhythmic montage, tone montage, and overtone montage.)
We had proposed the film rhetoric composition system especially for NS-type, based on cutting
techniques to make irrational relationships between 1) two shots, 2) event and image, or 3)
image and sound (Kanai &Ogata, 2004). We improved the system using the 16 categories to
compose S-type and NS-type rhetoric by the system. We made 16 kinds of one minute films
using 90 seconds (18 shots) sequence from The Passion of Joan of Arc directed by Carl Th.
Dreyer.
Our results of psychological experiments using three kinds of viewing situation (video projector,
personal computer, and iPod) testified the difference of cognitive effects among 16 categories.
Also, each viewing situation can enhance some cognitive effects relate to rhetoric of editing.
Not only the rhetoric of film editing but also the rhetoric of viewing is the main cause of viewerʼs
cognitive effects.

Keywords: editing (montage), viewing situation, film cognition, rhetoric, non-story
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Pictorial depth increases body sway
Postural stability in quiet stance decreases with increasing viewing distance. This study
examines the effect of pictorial depth on postural stability. Two abstract paintings from Maria
Elena Vieira Da Silva were used that provide vivid sense of a recessed space in depth. On a
PC, subjects viewed either the painting or its cubist transformation (no depth sense).
Posturography was done with the Technoconcept platform (recording the center of body
pressure at 40 Hz). Viewing the painting induced postural instability relative to cubist version. In
a control experiment subjects viewed a fronto-parallel grid or a grid tilted in depth; the latter
induced again posture instability but less than the paintings. A third experiment used a
Renaissance painting from Piero Della Francesca (the Annunciation) with strong perspective
and a recessed space in depth. In two posturography conditions, subjects fixated either the
recessed or the foreground area of the painting. Fixating the
recessed area produced high postural instability relative to the foreground. In another two
conditions subjects fixated at near or the other area but this time wearing a 5 dioptre
convergent prism over each eye; this caused increased convergence of the eyes that was in
conflict with the depth information of the recessed area. The previously reported postural
instability when fixating the recessed area was no longer observed. Thus, convergence of the
eyes won over pictorial depth percept.
We conclude that pictorial depth can increase postural instability for both abstract and
representational paintings. Postural instability could be a motor correlate of perception or even
of mental simulation of moving the body in the virtual pictorial space. Such mechanism would
be overridden by ocular convergence becoming preponderant when in conflict with pictorial
depth.

Keywords: pictorial depth perception, body sway, posturography, convergent prisms, vergence
angle
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Creativity of urban design supported by spatial composition
Fine art is communicative, because fine art is expressing something, notifying. Art as medium,
is material in which is this notification expressed or carried out. Material of art can be called as
sensitive component of its spiritual sense. Urban spatial structures in material expression are
conglomerates of parts which come from such entity, where all parts are influencing each other
through city-creative progress. However, they represent such expression, whose essential
facilities are not given only by summary of facilities of individual components. Because of that,
additive accession or grouping of construction (constructional elements) canʼt create
aesthetically qualitative and complex form of urban structure.
Urban spatial structure, together with all expressions, creates contextual frame to various life
activities. In this structure, men with his sensitive foundation, digests image of reality which he
has in disposition. By senses, he spontaneously perceives and digests space and at the same
time he is asserting social perceptions. Spatial perception underlies classification form,
orientation or userʼs definition in space. Spatial perception operates where in space is user
restraining, which paths is choosing and which areas of interest, etc. On the other side, social
perception designates on which way user perceive the space, accepts the space and how his
behavior in this space is.
Userʼs perceptional processes of urban space which are determinate by perceptional character
components of spatial structure, establish communication of impulses, stimuli and menʼs
reaction in term of relative interaction. Through approach of differentiated interaction in urban
space – using, space is changing for user to environment. In this way, urban environment takes
social-psychological dimension for man.
From these principles and cognitions, come out also our effort to develop creativity of
composition in urban design. Formation of city-creating structure is based on application of
principles and fundamentals of aesthetic composition in the sense of following creativecompositional categories:
measure categories: human scale factor, proportions and proportionality,
positional categories: rhythm, symmetry and asymmetry,
correlation categories: contrast, harmony and silhouette,
hierarchic categories: graduation, emphasis and dominant
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space-time categories: sequence, dynamic spatial continuum and panorama.
On the basis of mentioned principles, students will compose artifact completions of linear and
nodal structures on models with dimensions 30 x 30cm. They will analyze final solution and
after that, they will prepare scenario for laboratory practice.
Creative process we simultaneously verifying in sequences of spatial simulation, which enables
mental digestion of dynamic spatial continuum. Composed elements of spatial structure we
correct by iterative process on case moulds/working models in the sense of compositional
interactivity.
For further needs of urban-architectonic evaluation, we archive figurative outputs of spatial
composition. When we compare preferred analog methods of creative process with digital
methods of creation in virtual environment, from mentioned aspects we can conclude, that
analog process is more creative (physical composition). In visual presentations of our
conference contribution, we will use couple of static and dynamic representations of methodic
process of urban composition.

Keywords: arts, creativity of urban designing, interactivity and imagination, case mould/working
model, generative modeling, visualization, dynamic spatial continuum
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Consciousness, Aesthetic Pleasure, and a Measurement for Both
An aesthetic experience, if it is to be meaningful, must be a conscious experience. There is no
such thing as implicit (i.e. unconscious) aesthetic appreciation; this is a contradiction in terms.
Hence, there ought to be an intimate connection between theories of consciousness and
theories of art appreciation. Yet until recently, lack of development in the science of
consciousness has inhibited fertile cross-pollination between these fields.
This talk will suggest that new global measures of consciousness may help alter this state of
affairs. In particular, it will be shown that a measure of causal flux, originally designed to gauge
the degree of consciousness, can also be applied to aesthetic pleasure. Causal flux in a
simulated neural network is measured in two stages as follows. The first-order interaction
between two neural units A and B can be estimated by taking the difference between the firing
state of B, assuming A was not present, and its actual firing rate. Higher-order interactions (i.e.
transitive interactions) can be computed by propagating the first-order interactions in a
multiplicative manner. In can be shown that the resulting measure corresponds well to the data
of consciousness; for example, descending into unconsciousness during NREM sleep is
associated with lack of integration between neural modules, that is, lack of reciprocal causal
interaction, and a corresponding lower degree of flux.
The central claim of this work is that one and the same measure is correlated with the degree of
aesthetic pleasure. The validity of this will be demonstrated by theoretical reduction to two
current neurocognitive accounts of aesthetics, and also by simulation. Theoretical reduction will
first be shown to Martindaleʼs proposal that aesthetic appreciation is proportional to the ability to
overcome lateral inhibition between competing neural modules. It will also be shown that Katzʼs
claim that this quantity is proportional to the synchrony between causally interacting neurons is
also a special case of this new account
In addition, it will be demonstrated that the derived measure when applied to simulations of the
neural response to music yield results that are in accord with empirical findings on melody,
harmony, and rhythm. These elements will be combined in simulation to show that the
processing of short passage from Salieri yields a lower flux value than a comparable passage
from his rival, Mozart, although Salieriʼs music performs considerably better than a randomized
passage formed by degrading Mozart.

Keywords: consciousness, neurocognition, neural networks, musical aesthetics
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The character of a city through the designerʼs eye
The question of how we would like to live in the future is a question about how we would like to
live in the city in the future.To guarantee quality of life, not only rational city planning plays an
important role. Also designers are responsible for shaping our urban future.
In todayʻs mobile world people keep changing their places to live and work quite often. All those
places evoke certain sensuous impressions and personal con- notations in all of us. In a
comparative design study, influence factors for human perception of urban environments were
investigated. Aim of the study was to find out which spatial, architectural and sensorial factors
provoke a feeling of foreignness or well-being in a city. By example of three different European
cities (Liège, Nancy and Düsseldorf) colours, forms, patterns, infrastructure and archi- tecture
were compared as possible factors.
It was found that our ʼimage of the cityʻ is not only shaped by buildings or infra- structure but
also by immaterial aspects like atmospheres. Only slight modifica- tions can reverse this image
and influence the quality of life in a city. Sociological, architectural and philosophical aspects
serve to explain the perception of a city as well.
The results of the study underline the necessity to sensibilise architects and city planners to
human cognition as an important factor in urban design.

Keywords: urban space, perception of the city, design and aesthetics as tools in urban
planning
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Function Words in Free Verse Architectonics
Rhyme and cadency are things which most of us associate poetry with. Yet most of the XX-th
century poetry has been written without either of them – in free verse. Having lost its major
attributes - rhyme and phonetic regularity - poetry hasnʼt stopped being called poetry. But for
many researchers the phenomenon of ʻverse libreʼ became problematic as verse became to a
very large extent undistinguishable from prose. It is a quite disenchanting discovery that prose
can be converted into poetry by means of mere division into lines.
Thus, it becomes clear that traditional opposition “poetry vs prose” is ineffective when one tries
to describe such phenomenon as free verse. In our study we suggest substituting it for an idea
of continuum of real and possible texts which can be more or less poetic, the extremes being
plane prose of manuals and textbooks (zero) and rhymed verse (maximum). Between the
extremes, the formal degree to which any given text is poetic can be determined by the number
of structures perception of which is associated with right-hemispheric cognitive strategies
(which are responsible for registering similarity). Such structures can be found in all linguistic
layers of poetic text: rhyme, tropes, cadency and other elements introducing symmetry and
rhythm into the text. Basing on recent reviews of hemisphericity and creativity problems one
can assume that both creation and perception of objects of art are connected with lesser
competition between hemispheres and greater activity of the right hemisphere. Viewing art as a
system of culture which deliberately creates ideal conditions for training cognition, this would
mean that anything that is art must have something to do with greater interaction of
hemispheres and greater activity of right hemisphere. Thus there can be no poetry in decoding
grammar and direct meanings, even if it is divided into lines, because it is the domain of analytic
cognitive strategies, associated with the left hemisphere only.
The hypothesis is that ʻverse libreʼ, though it is free from rhyme and cadency, being produced
and enjoyed as poetry must possess structures which are supposed to activate righthemispheric cognitive strategies and there are more grounds to call free verse poetry then just
division into lines, the latter being only a traditional marker of presence of such structures.
In the study we deal mainly with function words, such as articles and conjunctions. The main
data corpus was provided by poetry and prose of D.H. Lawrence, analyzed and compared to
poetry of his contemporary poets. Providing lexicostatistical study we show that free verse can
be poetic exploiting other means then traditional verse.

Keywords: structure of verse, lexicostatistics, word frequency
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Cognitive process and urban aesthetics
Every living creature uses a synthesised image of the environment. As a result it can effectively
operate in space and avoid existential dangers. Man also, in order to operate in a concrete
space, uses a so-called cognitive map. However, the role of manʼs cognitive map goes far
beyond a typical animalistic, senso-motoric character. Huge amount of information processed
by the brain requires its initial segregation. Such a mechanism must be swift, universal and
efficient. We owe symmetry to evolutionary economics: logic as a set of rules governing
thoughts has its mirror reflection on a cognitive map – a set of rules governing actions
(functioning in a given space). Only due to this kind of structural symmetry such phenomenon
as the city could emerged.
Distinctive space types, such as a house or a square, are – within a framework of a language
theory - objects, i.e. passive elements of the code. Like in every language, objects unite in
groups gaining distinction and become new objects, objects of a higher status (ʻphrasesʼ and
ʻsentencesʼ). Potential ways of connecting mutual objects are governed – as in every language
– by syntactic rules. Paper describes syntactic rules of a city code arising from technological
logic.
The more cognitive maps in the minds of city residents are alike, the more common become
hierarchies inscribed in them and goals of individuals. Having crossed a defined threshold of
conformity, almost identical cognitive maps become a structural code: each essential element of
space has its unique meaning. Thus, a city is an informational space of 12-bit capacity.
The ʻobjective cognitive mapʼ, is a transmitter of some information the society is in constant
need of. It enables an individual to exist in the city, owing to various manifestation of his or her
self: starting with behaviour, through clothing up to more lasting limits of his or her territory, such
as his or her car or flat. Holding anything (at least articulated beliefs) defines me in the group.

Keywords: city spatial code, image of the city, aesthetics of cityscape, urban image legibility
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The aesthetics of computer code: a quantitative exploration
Historically, scholars of aesthetics have focused mainly on artistic domains such as painting,
drawing, and music; technical and scientific disciplines remain largely unexplored. Anecdotal
evidence suggests, however, that aesthetic concerns are significant to practitioners in such
domains. For instance, Beautiful Code (Oram & Wilson, 2007), a recent collection of firstperson accounts by software developers, makes the case that the aesthetics of computer code
has substantial pragmatic consequences for developers and users alike. To date, such
qualitative accounts represent the primary source of information on the role of aesthetics in the
domain of software development.
Our intention is to move beyond first-person narrative reports, which may not be generally
representative of the impact of aesthetic experience and judgment on the production of
software. We propose that a quantitative approach to these issues represents a fruitful direction
for answering a host of fundamental questions. For instance, how commonly and intensely is
software experienced in an aesthetic way, compared to, say, visual artworks? How important
are aesthetic considerations to the creation of software, compared to considerations of
correctness/functionality? What is the time course of experiencing or evaluating “beautiful”
versus “ugly” code? What are the aesthetic judgment criteria for code among expert
programmers versus novices? How are aesthetic considerations related to the pragmatic
concerns of software developers?
In this study, we created a survey instrument to address such questions. The survey was
administered to 38 “novice” computer science students, M (SD) age and years of programming
experience = 25.4 (6.1) and 3.9 (2.0), and 12 “expert” computer science professionals, M (SD)
age and years of programming experience = 41.6 (13.8) and 20.3 (11.7). Among numerous
other results, 100% of experts and 84% of novices reported having some aesthetic experience
with code – compared to 100% of experts and 92% of novices, for artworks.
Participants also rated the extent to which 62 aesthetic judgment criteria characterized beautiful
code, each on an 8-point scale. Across the criteria, average ratings of experts versus novices
showed high agreement, r (60) = .84, p < .001. Overall, the most strongly endorsed criteria
included having comments that clearly explain non-obvious aspects of the program, elegance,
using consistent indentation, efficiency, and being easy to modify/extend.
Keywords: aesthetics, software, computer code, expertise, aesthetic judgment, aesthetic
experience
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Gold – the rediscovery of splendour in modern interior design
The combination of artistic creativity, digital technology and classic techniques of leaf gilding
creates a new dimension of individual and exclusive surface design. This paper deals with the
most recent gilding technology and reveals the artistic aspects of the design process.

Keywords: aesthetics, gilding technology
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Cognitive dissonance influences on aesthetic preference
Why is it that people are immediately drawn to some objects and not to
others? Why is it that some objects will become more appealing over time and with additional
exposure, while others will become less appealing? This is the focus of our research, where we
use a repeated exposure technique to fast- forward through multiple viewings of objects to
understand which factors might change preference over time. Colin Martindale and I began
using the repeated exposure technique for painting preference research (see Kwiatkowski &
Martindale, 1998), and then started it again after reading the excellent work of Carbon and
Leder (2005). They introduced the evaluation of innovativeness for various designs that were
then repeated with a focus on rating general attractiveness. Their results supported the
hypothesis that initial evaluations of high innovativeness would predict greater increases in
attractiveness ratings over repeated exposures. We saw the potential for an alternative
explanation of the diminishing distance between ratings of innovativeness and attractiveness
over time: cognitive dissonance. It seemed possible that the raters were working to reduce the
discrepancy between two presumably positive aspects of rating designs: innovativeness and
attractiveness.
This project was designed to investigate the hypothesis that cognitive dissonance will influence
preference ratings over repeated exposures. The design of the project was similar to previous
repeated exposure experiments, with the addition of one between-subjects factor. We asked ()
of our participants to rate the innovativeness of our designs (high-design lamps) at the outset of
the experiment, and the other () of our participants to rate the wackiness of our lamps. We
chose the words “innovative” and “wacky” because they both represent the concept of
unusualness, but have different connotations. A preliminary investigation revealed that
innovativeness has more positive connotations to most college students, whereas wackiness
has more negative connotations. The results of our investigation were based on 62 participants,
and provided support for the cognitive dissonance hypothesis. There were significant
interactions with group (innovative or wacky) for ratings of preference over time (F [20, 1200] =
1.641, p = .037) and across the various lamp designs presented (F [15, 900] = 1.644, p = .057).
Further analyses investigating the interaction of design style with preference by group will be
discussed, along with suggestions for future directions considering cognitive dissonance
effects.

Keywords: aesthetic preference, repeated exposure
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Perception of architecture exhibitions:
Reading architectural plans
There are a limited number of ways for architecture exhibitions to communicate architectural
projects. Their “basic vocabulary” (Couvert, 1997) includes the different “plans” of a project
(sketches, plans, sections, elevations, details, perspectives), models and casts, photographs,
videos, and installations. In many drawings, the professional codes used can be an obstacle to
visitorsʼ understanding of the architectural project. Several researchers have already
considered the difficulty involved in reading these complex representations (Bessot & Vérillon,
1993; Rabardel & Weill-Fassina, 1985; Gottesdiener, 1976). How are architectural drawings
perceived in the specific context of an exhibition? When architectural plans are presented in
this type of environment, alongside material which is considered to be more accessible, such as
scale models, photography and video, how do visitors react? Do they choose to avoid the
challenge of interpreting these complex documents? Do they consider only certain plans and, if
so, which ones? Do they prefer more accessible material to aid them in their understanding of
the project? What differences can we observe between an experienced professional and a
neophyte?
Method: The empirical data was collected by the “Thinking Aloud” method. We asked
participants to express, as freely as possible, what they thought, saw, felt and imagined during
the course of their visit. These verbalizations were recorded for transcription and analysis. We
also compiled data through observation (itineraries, stops, time spent). Data collection took
place in two exhibitions at the Canadian Centre for Architecture (Montreal) with 70 participants
of varied sex, age and profession. A little more than a third possessed a university degree in
architecture and professional experience.
Analysis: Analysis of the observational data and content of verbalizations will focus on the
moments during the exhibition when plans are presented. We will concentrate on the behaviour
of the visitor when faced with such objects, on the difficulties encountered, and on the
strategies put in place to overcome them. We will compare, in particular, the visiting experience
of those with and without architectural training.

Keywords: museology, aesthetics of architecture, visitorʼs perception, architecture exhibitions,
architectural plans
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Artscape: In between art and architecture
“Artscape: in between art and architecture” is an essay made of three Conceptual Actions and
an Epilogue, where we operate into a critical position in between art and architecture,
describing another understanding of the beauty of an urban landscape. To promote an “Urban
beautyscape Laboratory”: a place to educate the aesthetic and ethic sensibility, previous to do
any social act into our cities, let say politic act, architectural act, economic act….
“Urbanscape after the Delight Garden: Conceptual action, the inhabitants of the Bosch´s
Garden” © Archives D.G./C.L. Assemblage:C.Lapayese
We wish to discover the different dimension that these specific landscapes go through, by
following a process of displaced repetitions. In each “site” we shape a sort of “landscape” of our
own, around which the architectures emerge. We would like to reflect from this gaze on the
landscape, from artistic, philosophical, and aesthetic stances. To apprehend and comprehend
the different dimensions, composing any piece of multiple landscapes, in order to decode a
possible cartography to continue our route, “goings and backs”, we will look at the city as
cultural landscape. The "landscape feeling" is the main motif behind the Basque artist Jorge
Oteiza study of the "Megalithic American Sculpture", which he completed after his stay to South
America: "....The landscape is a multiple and sensitive body, charged with mysterious energies,
wheeling fatefully over us, with the key to our destiny.”
If we understand “memory” as the function enabling us to retain past experiences, and if we
understand “landscape” as a sensitive body, the “landscapes of memory” are shaped as
sensory and semantic memories inhabiting the corporeity of the landscape and retaining its
past experiences. In the comings and goings to the city, we start a process of reading/ writing,
transcription/ translation of the urban-landscape. If the landscape is a sensitive body, it can feel
outside stimuli, it feels under its skin. In the memory, the words of Mendes or Ito.
The “logic of the landscape” would be written like a simple formula, with possible variations, that
remember the complex number: (Art(scape) + Architecture(scape)) = Urban (scape)
Memory is like a non-site where we store information from all our senses. In our memory we
have the most developed and specialized iconic storage, recording visual information, and
echoic storage, recording auditory information.

Keywords: artscape, architecture, biology of the space, beautyscape laboratory
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The role of emotion in art appreciation
Art is a unique feature of the human experience and several approaches aim to understand
what the psychological aspects of this uniqueness are. As art appreciation involves the complex
interplay among stimuli, persons and contexts (Leder, Belke, Oeberst & Augustin, 2004), art is
often discussed as eliciting aesthetic emotions. However, the nature of such emotions is still
under debate (see e.g. Silvia & Brown, 2007). Moreover, in recent approaches it is even not
clear how much emotions contribute to the appreciation of modern art. To this point, we discuss
different hypotheses and present data from some of our recent studies. Specifically, in order to
address the role of emotions in art appreciation, we conducted a study in which we measured
differences in preferences for classical, abstract and modern artworks (Leder, Gerger, Dressler
& Schabmann, in prep). Using structural equation modelling, we assessed the contribution of
emotion, arousal and comprehension as determining factors of art appreciation. Analyses
showed that experts gave higher ratings on all scales. Structural equation solutions for experts
and non-experts not only revealed a strong effect of emotion in all conditions, but also
confirmed that inter-correlations between emotion and understanding were consistently higher
for non-experts. These results point to expertsʼ greater flexibility and differentiation in art
appreciation which is in accordance with certain functions assumed for art expertise (such as
Bourdieu, 1979). The implications for these findings are discussed in respect to the theoretical
foundations of research in art appreciation.

Keywords: art appreciation, emotion, aesthetic emotion, cognition
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A piece of furniture
An artwork consisting of a piece of furniture designed by the author Libi (Acerbi Libero) in 1988.
It is made of wood, digital painting on canvas and on acetate, acrylic painting.The digital
painting is obtained using an exclusive technology which involves a manual assemblage digital
technique. The original design suggests, through the symbols painted, the possibility of making
“intelligent” furniture capable of answering questions like: ”How many shirts? How much food?
What time is the flight to Rome? Etc.”.
The relations between the artwork an the observer symbolize an “elementary history of Art” as I
theorize in my essay “The wave particle of Art” .
The symbols painted on canvas are like push buttons whose functions remember us what I say
about “Filters of Art”. Imagine we have a beam of elementary aggregates of Art (atoms of Art).
Suppose they are all spin-one aggregates. Letʼs say that the beam passes through an
inhomogeneous magnetic field of Art. Then, we will see the beam split into three polarized
beams. Each of them is a beam in which the elementary aggregates of Art are known to be in a
definite state, or in other words “purified”.

!
Suppose we block one or more of the three beams: we call this a filter of Art.

Keywords: art appreciation, emotion, aesthetic emotion, cognition
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The wave particle of art
In this essay three new things are presented. An elementary theory of Art, a criticism of Art, or
“Digital Criticism”, and several paintings by the author Libi, sometimes presented by way of
experimental comparison with artworks by famous old masters. The theory deals with the
elementary organization of Art, that is, of the laws regarding the smallest unit of Art, called
“Arton”, and considered like a wave-particle. “Digital Criticism” experimentally investigates how
the elementary laws are symbolically projected onto the macrocosm of an artwork, thereby
becoming tangible.

THE ARTON
I call “ARTON” the elementary unit of Art. In other words the element of Art. Let me consider it
to behave like a “wave-particle”.
ELEMENTARY ARTISTIC EVENT: it is just a specific set of initial and final conditions. An Arton
leaves the source, arrives at the detector, and nothing else happens.
PROBABILITY AMPLITUDE OF AN ELEMENTARY ARTISTIC EVENT: it is a complex number
(we have a real part of Art and an imaginary part of Art).
PROBABILITY OF AN ELEMENTARY ARTISTIC EVENT: in an ideal experiment is given by the
square of the absolute value of the probability amplitude of this elementary artistic event (we
have just a real part of Art)
= the probability amplitude of an elementary artistic event (real part of Art and imaginary
part of Art)

= the probability of an elementary artistic event (real part of Art)

When an elementary artistic event can occur in several alternative ways and we are not
capable of determining whether one or another alternative is actually taken, the probability
amplitude for this event is the sum of the probability amplitudes for each way considered
separately. We have interference :
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If we expand

Where

we see that:

is the phase difference between

and

. The last term

is the interference term.
On the other hand, if an ideal experiment is performed which is capable of determining whether
one or another alternative is actually taken, the interference is lost. The probability of the
elementary artistic event is the sum of the probabilities for each alternative.

Keywords: Art, theory, criticism, paintings, wave-particle, aesthetics, philosophy, probability,
self-organization, restoration, representation, history, transformation, creation, elements,
reduction, style, probability amplitude, experimental comparison, annunciation
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Openness to change and aesthetic self. A research contribution with a
group of coiffeur customers
Introduction: The incidence of the brand on the customer's “choice” is a key point for the
psycho-social research on experiential, emotional and multi-sensory marketing (Ferraresi and
Schmitt, 2006). Choosing a cosmetic or another could belong more to the multi-sensory
features of the label than to its quality; in the presence of reminders to the food industry (…) the
customer tends to more positive attitudes towards buying and preferentially choosing that
product. We can hypothesize that the tendency to positively evaluate the non-traditional label,
typical of the Aesthetic Self market, correlates with the openness to change.
Hypotheses: This research aims to verify if and how much on a group of coiffeur customers:
a) the “food” kind of a semantic label used for the description of the hair colour (i.e. liquorice
nuance) influences the subjective representation more than the “traditional” one (i.e. black);
b) openness to change positively correlates with the Aestethic Self representation and the
“food” semantic label;
c) the cultural context influences the representation of the product and the openness to change.
Participants: The sample consists of a group of customers (women from 20 to 60 years old) of
some coiffeur salons distributed in three different areas (the poor, the central and the residential
ones) in the city of Catania.
Methodology: Materials – Questionnaire for the background questions (age, profession, …),
with the likert measurement scales for the evaluation of the attitudes related to the level of
personal satisfaction for the aesthetic image and the importance given to the motivation of the
aesthetic care; n.2 Semantic Differentials (Osgood et alii, 1959; Licciardello e Di Nuovo, 1997)
related to the actual and future Aesthetic Self; the Big Five Questionnaire for Adults
(Barbaranelli et alii, 2003), related to the dimension of the “openness to change”; n.2 Semantic
Differentials for the measurement of the representation of the “hair colour” with two different
labels, a “traditional” and a “food” one (i.e. black Vs liquorice).
Results: We expect that the “food” kind of semantic label used in defining the hair colour
influences the representation of the product more that the “traditional” one; that the openness of
mind positively correlates with the Aesthetic representation of the Self and the food semantic
label; that the results will be influenced by the context which the sample belongs to.
Keywords: aesthetic self, openness to change, hair colour
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Designing for aesthetic interaction: A framework
The focus of design has shifted from beauty of appearance towards beauty in interaction. This
shift is a consequence of the electronic revolution. Design is less concerned now with
mechanical products that a user can directly interact with, and more with electronic or intelligent
products which require an interface to react through. Dunne (1999) talks of “an aesthetics of
use” that is, an aesthetics which, through the interactivity made possible by electronics, seeks a
developing and more nuanced cooperation with the object – a cooperation which, it is hoped,
might enhance social contact and everyday experience.
In this presentation we describe and illustrate the shift between these two approaches to the
aesthetics of design. We present a theoretical framework for understanding the nature of a
userʼs aesthetic interaction with design products (Locher, Overbeeke, & Wensveen, in press).
The framework integrates an information-processing model of the nature of an aesthetic
experience with visual art, based on findings of experimental investigations of the aesthetic
experience with art, with a model proposed by Wensveen (2005) that describes the coupling of
a userʼs actions (i.e., handling an artifact) and a productʼs function. Following presentation and
explanation of the framework, examples of design products will be presented to illustrate how
this perspective extends to the application of contemporary designs.

Keywords: design products, user actions, aesthetic interaction, visual-haptic informationprocessing framework
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Affective and cognitive process activated by aesthetic picture
Antecedents, Purposes and Methods
As a Student of the PhD Course in Clinical Psychology at the First University of Rome, I am
very interested in people, places, environments, works of art, in different contexts. The six
pictures I am presenting here, with psychological remarks, where taken in Spain, in Rome and
in Southern Italy. I used a Canon IXUS 400 digital camera, and a Canon IXUS 600 digital
camera.
The six selected pictures can be listed as follows:
1) “Girl on the stairs”. These columns and the stairs are architectural elements seen in
Barcelona (Spain). This black and white image integrates the person with an environment that
is sober, regular and a little mysterious (Sara Longo, 2009; 30x40 cm).
2) “Trulli”. Some different and quite famous architectural elements are visible here: the tops of
the so-called “Trulli” near Martina Franca, in the Puglia region (Southern Italy), where I was
born and my family lives. They are rustic and picturesque cylindrical buildings with conical roofs
(Sara Longo, 2008; 30x40 cm).
3) “The fisherman of Gallipoli”. This tilted colour picture was taken during the night with artificial
light. A fisherman is putting bait on his hooks. Two girls are watching and are asking him
questions on his activity (Sara Longo, 2009; 30x40 cm).
4) “Polychrome night shots at Circus Maximus”. These semi-transparent coloured spheres,
illuminated from within, were seen at the Circus Maximus in Rome during the so-called “Notte
Bianca” (“White Night”) of 2006. As a whole, they make up a regular texture with a considerable
perspective effect, such as the ones studied by Gibson (1950) (Sara Longo, 2006; 40x30cm).
5) “Allegory of Good and Evil”. Each ward of the city of Valencia (Spain) sets up its own
allegoric wood and papier mâché installations during the Las Fallas (The Failures) Festival
(Sara Longo, 2007; 30x40cm).
6) “Bizarre figure in Valencia”. A rather incongruous wrought iron sculpture, depicting a bizarre
personage, that is housed in the Ciudad de las Artes y de las Ciencias (City of the Arts and
Sciences), in Valencia (Spain). The perceptual incongruity is consonant with the reality of Arts
and Sciences (Biasi, 2006) (Sara Longo, 2008; 40x30cm).
Keywords: architecture, completion, environment, incongruity, light, texture
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Perceiving architectural structures as augmented reality on mobile
devices
The usage of architectural models has long been limited to downscaled haptic models. With the
exception of very few, but prominent one-to-one scaled projects, on-site models are not part of
the repertoire. A non-existing building and its site are only associated. The perception of
imaginative architecture is bound to their location of presentation, usually the architectural office
or some exhibitions.
The introduction of computed realities led to the assumption that a virtual world can be
complete in its reception while in fact the aesthetic perception is dyed with dispersed technical
instructions. Because the computational models are hidden inside machines, the promised
more compelling results are only virtual.
As result, the question of whether any spatial perception can occur without prior mental
representations of the environment is always addressed so far, as whether spatial perception is
mediated through visual perception and cognition, but not any further.
Recent developments demonstrate that new technologies in computation result in other forms
of virtual modeling. The combination of "Augmented Reality" and interactive modeling on a
cellular phone, as introduced in our system, only gives some indications of the potential and
capabilities. While the purpose of our system is of practical nature and the development is
focussed on practical goals, it became evident that the ability to react to the spatial aspects of
the environment should not be limited to the visual reception.
During our experiments we located a virtual three-dimensional sphere at a specific location on
our site. The sphere was rendered as computational drawing and then composed onto images
of the real world scene in real time. Thus the user could simply perceive distance by walking
around with its mobile phone. The environment, as mentioned before, was no longer substituted
by its mental representations.
This opens up new forms of the appreciation of unbuild architecture. Although the objects itself
are not real, the distance between them and an observer carrying the mobile device is. The
same is valid for the dimensions of the virtual structures. With techniques like "Augmented
Reality" in combination with mobile devices and interactive modeling the borderline between
virtual objects and the real environment becomes obfuscated. Thus the perception of virtual or
unbuild architecture will change.
Keywords: augmented reality, perception, virtual and real objects
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Visual productivity: Reflections on the foundations and correlations
of design thinking
In current design, research debates concepts of a particular ›design thinking‹ (e.g. Brown 2009;
Lockwood 2009) or ›designerly ways of knowing‹ (Cross 2006) play an important role in
defining design as an autonomous research field in its own right. Some authors in design
research and moreover in design industry believe, in a rather affirmative way, ›design thinking‹
to be a powerful and innovative tool for the practical, creative solution of problems and a key
issue for exploring the epistemological potential of design. Furthermore the notion of a
›designerly way of knowing‹ is often treated in an empirical way by looking at actual design
processes and interpreting self-conceptions of design actors (Lawson 1983; 2004) or by
pursuing a distinctive practice-led design research method (e.g. Frayling 1993/94, Findeli
2004).
On the one hand this strong focus on practices and practitioners allows design researchers new
insights into the ways practitioners reflect on their practices by exercising them (Schön 1983);
but on the other hand it clearly risks ignoring the historical foundations and conceptual
correlations of design thinking. For instance, historically perpetuated narratives on ›aesthetics‹,
›creativity‹ and ›perception‹ play a constitutive role by shaping the concept of ›design thinking‹,
however these narratives are derived from areas other than design, e.g. from other scientific
disciplines such as psychology or the arts. Compared with this, a closer look at those historical
developments which shape current concepts of ›design thinking‹ and ›designerly ways of
knowing‹ might be worthwhile for a better understanding of both design practices and their
establishment of historical narratives and inspirational sources.
In my paper I will explore such intellectual influences of thoughts derived from gestalt
psychology in the post-war period (after 1945) from a discourse-historical point of view. I will
discuss Max Wertheimerʼs concept of ›productive thinking‹ (1945) and partially those of his
scholar Rudolf Arnheim on ›visual thinking‹ (1968) as historical narratives and inspirational
sources for todayʼs concepts of ›design thinking‹ and ›designerly ways of knowing‹. Although
the writings of Wertheimer and Arnheim apparently anticipate and intersect in many ways with
those current concepts in design and design research, the historical background of gestalt
psychology is hardly mentioned in relevant design research and design innovation debates.

Keywords: design, design thinking, designerly ways of knowing, gestalt psychology, Max
Wertheimer, Rudolf Arnheim
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The conception season and Coleridgeʼs “two classes of men”:
Platonists and Aristotelians
Background: A well-established finding in schizophrenia is “birth month effect”: an incidence
excess among people born in late winter (Feb-Mar) and a deficit among those born in late
summer (Aug-Sep). We (Marzullo & Fraser 2005, 2009) found the same birth rhythm, first
among children with neural-tube defects and later among baseball players with extreme lefthandedness and other indications of reduced cerebral asymmetries. By viewing the rhythm in
terms of conception rather than birth months, we also noted an interesting correlation with the
annual photoperiod: a conception maximum pointing to May-Jun, about a month before the
summer solstice, and a minimum pointing to Nov-Dec, a month before the winter solstice.
These timings, coupled with evidence that (a) schizophrenia is associated with cerebral
symmetry deficits (b) the cellular processes involved in asymmetry development and neuraltube closure occur concurrently in the early fourth-week embryo, and (c) those cellular
processes also share a unique sensitivity to maternal conditions of oxidant stress, led us to a
“solstitial” hypothesis implicating sunlight actions capable of causing systemic oxidant stress by
depletion of skin and blood antioxidants such as glutathione and melatonin.
Creativity studies: Studies of creativity were prompted by the ages-old notion of a nexus
between “madness” and “genius” coupled with many laterality studies associating more intuitive
modes of thought with the right hemisphere. In a study of 48,038 biographies found in Whoʼs
Who in America (1970), a group representing 3,533 “VPL-Artists” (all those engaged in Visual,
Performing, and Literary fields) showed the same birth/conception rhythm as a comparable
group of American schizophrenics. A group representing 4,042 “BAB-Pragmatists” (mostly
Business Administrators and Bankers) showed a diametrically opposite rhythm. A group
representing 812 “PARA-Artists,” i.e., art onlookers rather than creators (art critics, historians,
curators, etc.) showed the BAB-Pragmatist rhythm. In stratification studies based on more
specific artist databases (e.g., Dictionary of Contemporary American Painters, or American
Composers, American Writers, etc.) top-ranking subgroups (e.g., those with longer biographies)
showed more extreme VPL-Artist-like rhythms. Bottom-ranking subgroups showed the BABPragmatist rhythms.
Abstract vs. realist artists and scientists: Further studies were extended to earlier and larger
encyclopedic European databases that, by including scientists, covered most major figures in
the history of Western art and science. The results corroborated the American finding while also
refining the creative/un-creative birth-month antithesis in a direction that implicated Samuel
Coleridgeʼs “two classes of men.” In painting, music, poetry, philosophy, and the sciences,
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temperamental romantics, visionaries, expressionists, and others denoting more intuitionist or
abstract (“mindʼs eye”) modes of feeling and thought (including mathematicians) were most
often conceived shortly before the summer solstice. Temperamental realists, impressionists,
and others denoting more logicist, empiricist, or sensate (“bodily eye”) modes (including
biologists) were most often conceived shortly before the winter solstice. We conclude that the
annual photoperiod, acting via the motherʼs blood redox potential in embryogenesis (before she
even knows she is pregnant) may affect the Platonist-Aristotelian dimension of a personʼs
innate disposition.
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The automatic evaluation of different styles of industrial design
objects: a comparison between experts and non experts
Researches on empirical aesthetic make use of mainly explicit evaluation to understand the
meaning and the preference towards different typology of art stimuli. The present research has
the aim to study if the preference for two different styles of industrial design objects (classic
chairs vs. modern chairs) can be achieved also automatically, confronting two different groups
of participants, expert and non experts. The hypothesis is that non expert participants would
prefer classic objects because more familiar, typical and simple, while experts would prefer
modern objects because closer to their deeper knowledge on design.
Method:
Participants. Two groups of participants were chosen (46 non-expert and 21 design advanced
students).
Material. Ten pictures (5 classic and 5 modern chairs) and ten words (5 positive and 5 negative
aesthetic words) were chosen. The Implicit Association Test (IAT; Greenwald, McGhee &
Schwartz, 1998) was used to assess the stimuli. Participants task consisted on classifying
pictures and words, belonging to four categories (classic chairs; modern chairs; aesthetic
positive words; aesthetic negative words), using only two response button. The dependent
variable was the reaction times of the categorization task.
Two experiments were conducted with the two different groups of participants (expert vs. nonexpert).
Results and Discussion. Preliminary results showed that non expert were slightly faster to
associate modern object with positive words (M = 888 ms) compared to the association
between classic objects and positive words (M = 942 ms); the difference was 55 ms (IAT effect);
no significant difference was found at the t-test.
The second experiment, with expert participants, showed the same direction but with much
faster latency times in the association between modern object and positive words (M = 704 ms)
compared to the association between classic object and positive words (M = 940 ms); the
difference was significant (t (20), 4.59, p = .000). Results are partially different from the initial
hypothesis but still denoting the difference between the two groups. Experts are clearly
oriented, also at an implicit level, toward modern objects, while non experts show similar
evaluations between the two object styles.
Keywords: automatic aesthetic evaluation, expert and non expert, industrial design objects
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We donʼt like very much visiting museums: a study on undergraduate
students
In the research on museology there is a growing interest toward that segment of the population
that do not visit museums (Bollo, 2008; Höge, 2008). This topic is relevant for museums
researchers to better understand the non public and possibly attract new visitors, but also from
a psychological and educational perspective. Museum is often described as an informal way
learning and has the potentiality to offer different kinds of knowledge, from art to history, from
science to technology. The research has the purpose to study, in a sample of university
students, attitudes and behaviours concerning museum visits.

Method
Participants. The whole sample counted 522 undergraduate students of four different Faculties
of the University of Roma Tre, Italy: Education, Law, Literature, Engineering (297 female and
225 male; mean age 23.2, SD 4.1).
Measure. A questionnaire with 19 questions articulated in 2 topics (socio-demographic
characteristics and museum attitudes and visits) was prepared. Questions were of various
formats, with closed and opened answer. Regarding the questions on museums visits, it was
asked the number of visits in the last 12 months, motivation for visiting or explanation for not
visiting and preference for different museums typology. Finally it was asked some suggestions
to improve young people visit to museums.
Results and discussion. Preliminary results showed that 25% of the sample did not visit any
museum in the last 12 months. Students from Education has the largest percentage 34,5% of
non visit. The majority of participants (28%) visits 2 or 3 museums per year. Students from the
literature faculty visited more museums than other students. For the 30% of the whole sample
the visit was done in a museum of modern and contemporary art.
Explanations for not visiting any museum was attributed to lack of time, not much interest, very
little information about exhibitions, the cost of the tickets and the interest for other type of
cultural activities like film and music shows. The majority of participants stated however the
importance of museum visits, denoting a potential interest for this specific aesthetic experience.

Keywords: museum, non-visitors, motivation
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Stylistic changes in architecture, painting, music, and social life:
Mutual correlations and forecasting abilities
Tight links between stylistic features of different kinds of art are known beginning from works of
H.Woelfflin. Nevertheless, these links were measured only recently, due to the informational
approach (see, e.g., Golitsyn & Petrov, 1995). Many of such links were confirmed. So according
to S.Maslov (1983), “on the basis of creative features of J.Jones and C.-N.Ledoux, it was
possible to forecast English revolution and French one.” His main idea concerned the
opposition of two types of psychic processes:
– “analytic” ones, when small portions of the information are processed consequently, in the
framework of a fixed paradigm; this type is characterized by rationality, attention to means and
devices, great role of verbal processes, etc.;
– “synthetic” ones – instant parallel processing of large portions of information, accompanied
with the change of paradigm; intuitivism, attention to goals of activity, without verbalization, etc.
Usually these types are ascribed to left- and right-hemispheric activity, respectively (though
such identification is partly metaphorical). That is why, e.g., Empire style and constructivism
respond to dominating left-hemispheric processes, but baroque and Jugendstil relate to righthemispheric prevalence. While the evolution, these types change each other periodically, with
full duration of cycles about 48-50 years. To measure such periodical ʻswitchesʼ (close to cycles
studied by Martindale, 1990, and Kondratieff cycles in economics), special sets of parameters
were elaborated: 5 parameters for architecture (e.g., ʻleftʼ style reveals itself in strict logic of
buildings, whereas ʻrightʼ style is characterized by whimsicality and affectation), 7 parameters
for music, 10 for painting, and so on. The values of these parameters are obtained on the basis
of ʻcalibratedʼ expert estimations (Petrov & Boyadzhiyeva, 1996).
The resulting evolutionary curves showed the predicted oscillations (against the background of
long-range monotonic trends – Petrov, 2001, 2004a) with systematic shifts of cycles. E.g.,
Russian social life outstrips architecture on 2 years, but the last one outstrips European music
on .5 year, and is outstripped by European painting on 17 years. Such regularities were used
to forecast changes in the behavior of each of the above spheres for nearest 20-25 years
(Petrov, 2004).

Keywords: information, style, architecture, painting, music, social life, hemisphericity, cycles
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Judging photographic quality
Each year, the Australian Institute of Professional Photography conducts its National Print
competition at which photographers from all over the country have the excellence of their
images acknowledged by their peers through the allocation of Gold and Silver awards for the
work determined to be the highest quality of that submitted for review. A panel of four or five
respected commercial photographers make the judgements based on their experience and a
set of prescribed standards. Detailed records of images, with corresponding judgesʼ scores,
have been collected since 2007, involving hundreds of images. Using these data, this research
study was designed to determine what characteristics or qualities (features) of a photograph
were the best predictors a high scores from judges. Furthermore, questions were asked
regarding the characteristics of images likely to lead to variable responses from judges and
those attributes of judges (e.g., sex, age, experience) that were associated with variability in
scoring. Image features were identified through formal analysis based on principles and
elements of design (concrete criteria) and through ratings of affective and communicative value
(abstract criteria). Regression analyses were used to determine the importance of this range of
variables in predicting the judgesʼ scores. Comparisons also were made between the
responses of professional photographers as judges and corresponding scores allocated by (a)
a group of photographic educators and (b) a web-based computer image analysis system (the
Aesthetic Quality Inference Engine). Discussion considered factors identified as contributing to
photographic quality, and explored differences in effectiveness between criterion-based
(algorithm dependent) and holistic aesthetic judgement.
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A precise organisation of forms: Evaluating Arnheim's balance theory
of composition using photographic cropping.
A good photograph has what Cartier-Bresson called, "a precise organisation of forms", with
decisions about good organisation being made, "in very nearly the same time it takes to click
the shutter, at the speed of a reflex action". Photography has been little used in experimental
aesthetics, but I will argue that in many ways it provides an ideal experimental paradigm, for not
only are photographic images aesthetically rich and complex, but also participants are used to
using cameras and assessing images, and they also recognise that some photographs are, in
some illdefined way, better than others.

The first part of this paper will consider the psychometrics of photographic cropping, in which
subjects select a portion from a larger photographic image (and a camera's viewfinder also
encloses, frames or crops a portion of the viewer's wider visual world). Cropping therefore
implements Fechner's Method of Production, but without subjects requiring high levels of
technical skill, merely needing, to 'push the button'. In the task, which is intuitive, natural and
straightforward, subjects moved a computer mouse to crop a full-screen 1024 x 768 pixel image
down to a 512 x 384 pixel image, to make the cropped image look "as good as possible".
Subjects differ from one another in their croppings, but are individually reliable. Perhaps
crucially, some subjects are better at cropping than others, their cropped photographs being
systematically preferred to other subjects' croppings, when assessed by separate groups of
subjects.

The second half of the paper will consider the theory of composition proposed by Rudolf
Arnheim, based on the ideas of Denman Ross, which assesses 'balance' in images,
psychological balance being considered in quasi-physical terms, dark being 'heavy' and light
being 'light'. The centre of mass of an image can be computed, and Arnheim argues that it
should be on one of the major image axes (mid-horizontal, mid-vertical or diagonals). The
theory will be evaluated both in terms of a large sample of several hundred master photographs
from The Photo Book (Phaidon, 1997), and in relation to the experimental images produced by
subjects when cropping photographs.

Keywords: photography, cropping, balance, Arnheim, Fechner, method of production
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Quantitative architectural aesthetic assessment,
Applying Birkhoffʼs aesthetic measure in architecture
The authors explore the significance of the quantitative aesthetic assessment of architectural
forms based on the objective and intrinsic qualities of the architectural structures from an
outsider point of view aiming to put evaluators on a common ground and a solid return point in
discussing architectural aesthetic issues. The research examines the suitability and credibility of
the reconfiguration of Birkhoffʼs aesthetic measure (The Aesthetic Measure (M) = Order (O) /
Complexity(C)) as an analytic and critique tool for the assessment of architectural aesthetics.
The research applies the formula for evaluating formal architectural aesthetics by practicing
some adjustments to the definitions of its parameters; Order and Complexity. The output of this
measure is an index of how much the building carries natural beauty/architectural life through
terms of Order and Complexity. The new formula is examined by applying it on different
buildings and the result is compared to a preference test applied on selected categories of
evaluators of different backgrounds.
Birkhoffʼs edited Measure showed positive credibility in comparing different buildings
aesthetically. The values resulted from this measure represented the relationship between
Order and Complexity in buildings by the Aesthetic Measure (M). Comparing the measure
scores to the preference test also showed close agreement between the results. Further
research is needed to corroborate the efficiency of Birkhoffʼs edited Measure of Architectural
Aesthetic Assessment.

Keywords: Birkhoffʼs aesthetic measure, cross-cultural aesthetics, architectural life,
complexity / order, formal aesthetics
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Picassoʻs Guernica – Horse Head – Genesis of Detail
The aim of the present study is to examine the nature of the thought processes underlying the
creation of an individual work of art. 30 students of psychology, using 15 seven-point bipolar
rating semantic differential scales, estimated the stages of genesis of a detail of Picassoʼs
Guernica – the horseʼs head. Twenty different stages of the horseʼs head (whose exact dates of
creation are known), were exposed chronologically to each participant without time limitation.
Arousal potential and primordial content were measured by ten scales created by Colin
Martindale (1990). Three scales were used to estimate the aesthetic dimensions of Harmony
(H), Decoration, Redundancy (R) and Semantic Depth (D). These scales were constructed by
Predrag Ognjenovic (1991). The remaining two scales measured the degree of likeability and
estimation of artistic value.
The estimations of the Redundancy dimension (R) and Arousal Potential (AP) confirmed the
theoretical hypothesis. These dimensions correlate with the stages of the horseʼs head genesis.
(R2=0.69, F=40.12, p<.001 for the R dimension and R2 = 0.455, F=7.09, p<0.01 for the AP
dimension).On the basis of the estimation of the likeability and the artistic value of the horseʼs
head sketches, we concluded that participants could distinguish and appreciate the last detail of
original Guernica and also those sketches which were more realistic.
Regarding the remaining dimensions, although we did not get expected results, we can say that
they indicate subtle differences of the sketches. This knowledge could be an addition to the
analyses of art theorists and historians. The results indicate that Ognjenovic's three-stage
model of making aesthetic decisions can be applied to the process of creation of an individual
piece of art. Arousal potential and primordial content show similar trends to those found in the
artistic changes in Martindale's evolutionary theory (Martindale, 1990).

Keywords: genesis of a work of art, aesthetic dimensions, arousal potential, primordial content,
harmony, redundancy, semantic depth.
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Global perception, meaning and aesthetic preference
In an extensive series of experiments Martindale, Moore and Borkum (1990) found that
meaningfulness repeatedly overshadowed collative variables as the primary determinant of
aesthetic preference, consistent with the roles of cognitive arousal and ease of activation in
Martindaleʼs theory of cognitive hedonics. Aesthetic preference based on meaning can occur
very quickly, requiring only limited processing of visual information. In an experiment on
exposure duration and preferences for paintings, Moore and West (2006) found that
meaningfulness had a bigger impact on subjectsʼ preferences than complexity or orderliness,
even at 10 msec exposure durations. Scene recognition research shows that observers
understand the gist, or basic meaning, of natural scenes in a single glance even when the
images are blurred. Low spatial frequency channels and global image features are thought to
mediate this effect (Schyns & Oliva, 1994; Oliva & Torrabla, 2006). As an image is blurred, high
spatial frequency details are removed while low spatial frequencies, carrying global information,
are left intact. Other researchers have shown that similar mechanisms underlie the visual
processing of images of paintings (Graham, D. & Field, E. 2007; Redies, 2007).
To further explore the effects of limited visual information and global features on
meaningfulness and aesthetic preference, we varied the projected image resolution of paintings
of four styles, Realism, Impressionism, Cubism and Abstract Expressionism (10 paintings
each). Subjects saw these paintings at either one of three levels of blur or under a normal
viewing condition, and rated them on Meaning, Preference, Complexity, Unity and Variety. A
Blur Level X Styles analysis of variance was conducted using the average ratings for each
painting. Results indicated that Romanticist and Impressionist styles were significantly more
preferred and meaningful than the Cubist and Abstract Expressionist styles, even under the
most blurred condition. Regression analyses confirmed that meaning was the best predictor of
preference regardless of the blur level, but it was only a significant predictor for the Realism and
Impressionism styles. Results are consistent with Martindaleʼs emphasis on meaning as the
primary determinant of aesthetic preference due to the net activation associated with semantic
modules.

Keywords: aesthetic preference, meaning, visual resolution, painting style
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From the real world to a literary text
The purpose of this research is to examine whether a new story can be created by analyzing
the legend. The tool of folklore like the talk type and the motif is used for the analysis. The result
of analysis is structurized by the technique of the natural language processing like the story
grammar and the discourse analysis. And, the computation model of the story is assumed to be
a hypothesis and the possibility of the text generation is examined. The feature of my empirical
literary research is to consider not only the text of the legend but also the relation between the
text and the society.
The material of this research is "Momotaro" (Peach Boy). This is the most famous folk literature
in Japan. However, all "Momotaro" is not necessarily the same. More than 680 kinds of varieties
circulate this story in Japan. 63 are compared among these according to my original scale. This
story was a rejuvenation type until Edo period (19C). I examine the factor converted from the
rejuvenation type to the abnormal birth type from the outside of the text (social factor). The
factor is the following four points. Prosperity of popular literature. Enactment of elementary
school textbook by nation and leveling of story. Diversion of folklore to nationalism, Fight uplift
animation in World War II made from Momotaro. Next, I reflect my original scale and show the
structure of the story from the following points. { Feature }, { hero's name }, { attendant },
{ motivation }, { act }, and { return }. And, I brought the structure of this story together from the
viewpoint "Subtraction of the story" and "Addition of the story".
As a result, it becomes possible for the speaker and the receiver to supplement the motivation
and the reason even if it misses in the main body of the story. Generally, attendants with whom
Momotaro connects the relation of master and servant on the way to the demon's island are set
as the dog, the monkey, and the pheasant. However, there is a case where the attendant
doesn't appear in the talk at all. Moreover, there is a case where the bee, the mortar, and the
cow pie, etc. become attendants. It is inosculated as other stories. I clarified how the story
"Momotaro" was influenced from the society. Next, I examine whether it becomes possible to
generate the text by processing "Momotaro". I compared Japanese 5 great antiquity including
"Momotaro" stories by the tale type and the motif. I was able to derive the operation possibilities
of the following legends from this comparative study result as a hypothesis. ("Momotaro" +
"The Fights Between the Monkey and the Crab") x "Kachi-Kachi Mountain" = "Tongue-Cut
Sparrow" --> "Magic Ashes make a Cherry-Tree Blossom"
Keywords: empirical studies of literature, Japanese folk tale, culture and media, media studies,
computational literature
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Negative aesthetic impression formation in the lateral orbitofrontal
cortex: a neuroimaging study.
Neuroaesthetics constitutes a relative new discipline that crosses experimental aesthetics with
neuroscience. Knowledge in neuroaesthetics has considerably increased as a result of
neuroimaging studies. Neuroimaging studies have revealed activity in a broad network of brain
regions while participants enjoyed the beauty of human faces, music or geometrical figures.
Nevertheless, little attention is usually paid to what goes on with regards to the non-beautiful
stimulus processing.
The objective of this poster is to show the results of brain activity registered by
Magnetoencepahlography (MEG) when participants judged the stimuli as not beautiful. In an
aesthetic appreciation task, participants were asked to response whether they found each
image beautiful or not beautiful, emphasizing the importance of expressing their own
impressions. Activity in right lateral orbitofrontal (RLOFC) cortex was greater while participants
rated visual stimuli as not beautiful than when they rated them as beautiful. This activity took
place 300 milliseconds after stimulus onset. We suggest that this activity is associated with a
negative initial aesthetic impression formation driven by the negative affective value of stimuli
rated as ugly. Other neuroimaging studies have revealed activity in the orbitofrontal cortex
(OFC) while participants enjoyed the beauty of images. From our results, we hypothesize a
differential processing for beautiful and non-beautiful stimuli in the OFC.

Keywords: aesthetics appreciation, experimental aesthetics, neuroimaging, brain activity.
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Effects of social influence on aesthetic preference for visual stimuli
varying in complexity, abstraction and artistry
It is well established in the empirical aesthetic and neuroimaging literature that aesthetic
appreciation involves a number of bottom-up and top-down processes. In relation with the
former, complexity, abstraction and artistry are among the most relevant features influencing
appreciation of visual works of art and other stimuli. In relation with the latter set of processes,
different kinds of contextual information and social influence can modify the way people value
art.
The experiment reported here aimed to clarify the way informational context influences
aesthetic appreciation of visual stimuli varying in complexity, abstraction and artistry. Sixty men
and 60 women with no art training or experience, took part in the study. Participants viewed 60
stimuli, which were either artistic or non-artistic and abstract or representational, and belonged
to three levels of complexity. Stimuli were randomly divided into two balanced sets.
Twenty participants were told that the first set of images were taken from a book reproducing
examples of what experts consider bad art and bad designs, and that the second one was
taken from a catalogue of examples that experts consider great artworks and designs, exhibited
in museums and galleries. Another 20 were given the inverse instructions. The last 20
participants were given no information about the origin of the stimuli. All participants were asked
to rate how much they liked each of the images on a 5-point Likert scale.
Results revealed that expertʼs judgment had different effects on liking scores depending on
abstraction and artistry. Specifically, for both artistic and abstract images, ratings awarded by
participants that were informed about expertsʼ judgment increased and decreased –in relation
to the no information group– as a function of expertsʼ assessment. Conversely, for non-artistic
and representational stimuli, both positive and negative expertsʼ assessment reduced liking
ratings. Results are discussed in relation to current models of cognitive and affective processes
involved in aesthetic appreciation, emphasizing the importance of self-attributed art-related
knowledge.

Keywords: aesthetic appreciation, top-down, bottom-up, complexity, contextual information,
social influence
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Influence of color attributes on aesthetical evaluation of historical
buildings
The paper focuses on the investigation of factors related to chromatic issues, which affect
aesthetic evaluation of historical buildings with different architectural styles. This study is based
on the evaluation of historical heritage in specific sites located in the State of Rio Grande do
Sul, Brazil. To establish the basis for this research, the concept of chromatic typology of
historical style was defined and used to identify the schemes with specific chromatic attributes
corresponding to historical and non-historical colors. These represent the main object of the
investigation.
The aim is to unveil the aesthetic appreciation of chromatic typologies of historical buildings
according to actual perception and evaluation by inhabitants. The differences among residents
of four Brazilian cities, familiar and unfamiliar with the specific stylistic contexts, were assessed.
The research consisted of three consecutive steps. First, the individual building data for each
selected style, namely, colonial, eclectic and pre-modern, were collected and classified.
Second, the 142 questionnaires with photographic images of 27 systematically organized
historical buildings were applied and respondents' evaluations were analyzed. Finally, the three
groups of stylistic models (60 chromatic schemes) were presented for 138 respondents by
means of the elaborated questionnaires.
The obtained results allowed reaching the conclusions about the importance of polychromy for
the aesthetic quality of the historical environments. The color significance was verified through
formal and symbolic variables related to buildings and chromatic schemes of different styles. In
particular, the following sets of characteristics were specified to differentiate the scheme
evaluation: chromatic component, type of structuring and complexity of color composition. In
each set, the attributes, which provide a positive aesthetic evaluation and, in this way,
contribute to formation of aesthetically qualified environments in historical areas, were revealed.
This research made available a theoretical and methodological basis for color study in historical
environments involving the use of the aesthetic approach adopted in the Environmental
Perception field of research. It could be useful as reinforcement for analysis of the aesthetic
potential of historical areas, emphasizing the formal and symbolic aspects through the
chromatic one. This contribution could be helpful for developing the directives and propositions
of chromatic intervention in the urban historical sites.

Keywords: empirical aesthetics, historical heritage, color, environmental perception, familiarity
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Psychological and aesthetic effects of avatars in the design of websurveys
Online surveys show a lack of social interaction; mostly this is seen as an advantage as it helps
avoiding error variance (e.g. Tourangeau, Rips & Rasinski, 2000). However, while being a
potential source of bias, human interaction is also a source of motivation – its absence may be
a contributing factor for high drop-out rates of web-surveys. In line with such considerations
Social Interface Theory (SIT; e.g. Nass, Moon & Green, 1997) stresses that even marginal
human cues in an interface may result in behaviours that are commonly found in face-to-face
contacts. Such cues (avatars) – enhancing the aesthetic appearance of the survey – were
checked for their effects.
Experimentally, we produced 4 conditions (N = 2043): (a) The standard survey condition
presented all items as usual. (b) Following SIT, we attempted to induce social interaction by
addressing the participants directly with additional texts on several pages of the web-survey
(thanking for participation or for answering long questions). Finally, two aesthetically relevant
conditions presented the texts either (c) by a static or (d) by an animated virtual person (=
avatar), i.e. by randomly presenting one of ten avatars, varying in aesthetics, gender and age
during the online-session.
Results on the aesthetic quality of avatars are still under scrutiny and will be reported at the
congress. Results of the remaining variables did not show any significant influences on (1)
drop-out behavior (i.e. drop-out-rate, time or point of drop-out) and (2) answering behaviour
(e.g. social desirability, ratings of data or questionnaire quality). Significant interaction effects
between gender of the avatar and that of the participant could be found for some questions
concerning gender roles. Furthermore, males, younger participants, and those showing a high
level of social discomfort react to the human cues more negatively.
One possible reason that the results do not confirm the hypotheses of Social Interface Theory
may be seen in the very high interest in the topic of the survey. This interest possibly explains
the very low drop-out rate, too, despite the length of the questionnaire (approximately 30
minutes). Hence, in this context, participants may have regarded the additional motivational
input (texts, avatars) as irrelevant.
Keywords: aesthetics of media, web survey design, avatars, social desirability, social
interaction
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The screen as skin theory: Investigating the role of the spectators
body in film perception
In film theory, spectatorship conditions defined by the classical cinematographic apparatus are
believed to be characterised by the principle of segregation of spaces, as proposed initially by
Albert Michotte. According to it, the actual space of the film theatre projection room where the
spectator is immersed does not confound itself with the filmic space projected on the screen.
To these two segregated spaces would correspond two dissociated series of perceptual
experiences, one, strictly audio-visual, corresponding to the perception of the film material itself,
and the other, related to the experiencing of the actual co-presence of spectator and
cinematographic apparatus, where only residual proprioceptive, bodily-related cues would
manifest themselves. No mutual interplay would be observed between these two perceptual
series. The most recent changing in paradigm in cognitive neurosciences, according to which
“perception is a simulated act”, pleads for an implication of the spectatorʼs body in perception
of the moving image, even if only at an implicit and partial level. The present work adapted
experiments in behavioural studies in human beings demonstrating that the visual modality
indeed do influence the central spatial representation of human body.
We developed a hybrid protocol stemming from both the rubber hand illusion (RHi), and
induced out-of-body experiences (OBE). In RHi, subjects viewing the passive tactile stimulation
of a rubber hand positioned in front of them in an anatomical plausible position, while feeling
congruent stimulation of their own hand which is hidden from view, feel that the rubber hand is
part of their own body, and that the localisation of the tactile stimulation is in the rubber hand
rather than in their own hidden real hand.
In induced OBE, subjects localize their global bodily-self in the virtual visual representation of
their bodies, under identical passive tactile stimulation of the back of their bodies. In our
protocol, we substituted the passive tactile stimulation by an actively acquired haptic
stimulation, that is, subjects pressed and released continuously a piston. We repeated the
condition of multisensory conflict between the localisation of the actual proprioceptive feedback
of the haptic action and the visual feedback of that haptic action, obtained through a headmounted display. Moreover, we developed two experimental measures in order to evaluate if
any equivalent spatial displacement of the localisation of the haptic feedback would be
observed for both body-part, as obtained in RHi for passive tactile perception, and for global
bodily-self, as obtained in induced OBE for passive tactile perception. Our results demonstrate
an equivalent displacement of haptic feedback as the ones observed for passive tactile
perception, away from the actual proprioceptive emplacement and towards the emplacement of
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the support of the visual representation. We estimate that we demonstrated that the spatial
limits of human body schema are reconfigured during moving image viewing. This evidence
pleads for a revision of the principle of segregation of spaces and the dissociation of the
perceptual series. Such segregation will most probably be replaced by a principle of symbioses
between both spaces, which scope have to be further investigated, but which perspectives
allow forging a new concept taken into account such a change in paradigm proposed herein,
the screen-as-skin, an interface screen redefining the limits of our embodied selves.
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A comparison of perceptual grouping thresholds between visual
artists and non-artists
Previous research on artistsʼ drawing advantages has focused on visual perception, particularly
higher-level processes (Cohen & Jones, 2008; Kozbelt, 2001). However, no research has
addressed whether artists and non-artists differ in more basic perceptual processes. Here we
investigated whether artists and non-artists differ in their ability to perceptually group visual
displays by similar stimulus features, by determining average grouping thresholds for each
group across several stimulus cues.
Twenty artists and 22 non-artists were shown grids of elements on a computer screen.
Participants indicated whether grids were grouped predominantly vertically or horizontally. Four
cue conditions were tested, each using a 20×20 grid of equally spaced elements. In the
luminance condition, black and white squares were presented. In the color condition, green and
red squares were presented. In the orientation condition, participants saw Gabor patches, each
oriented either vertically or horizontally. Finally, in the motion condition, squares briefly moved in
one of two 45o directions. In each condition, the array was organized vertically if the columns
predominantly consisted of one of the two stimulus features, with the two features alternating
across columns; horizontal organization was the same, alternating across rows.
Thresholds were determined by the Method of Limits, where stimulus organization changes
across trials. A correct identification of the arrayʼs predominant orientation led to a decrease in
organization; incorrect responses resulted in an increase in organization. Thresholds were
based upon the mean of eight reversal points, which represent the limit at which the grid
organization first became ambiguous.
Results indicated that artists and non-artists did not reliably differ in their perceptual grouping
thresholds for the luminance, color, or orientation conditions. However, artists had reliably lower
grouping by motion thresholds than non-artists, t (40) = 2.20, p < .05. This suggests that
training in realistic drawing leads to advantages in perceptual grouping mechanisms related to
motion, but not related to static displays, a somewhat surprising result. Regardless, this work
provides the first documentation that artists and non-artists differ in a low-level perceptual
process, which is suggested to contribute to superior drawing accuracy performance in artists.

Keywords: visual art, artists, visual perception, perceptual grouping
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Comparing Peter Eisenman's House VI and John Hejduk's House V: A
mathematical analysis of formal complexity in plan and in elevation.
Relatively few quantifiable and objective methods exist for the analysis of the formal qualities of
architectural plans and elevations. One of the few methods that has been repeated by multiple
researchers and used for the analysis of a wide range of historic and modern buildings and
architectural types is fractal analysis. In the present paper, the computational variation of this
method – the mathematical approach to determining characteristic visual complexity – is used
to analyse claims about the formal qualities of early houses designed by Peter Eisenman and
John Hejduk.
Past research has published mathematical determinations of the characteristic visual
complexity of the elevations of both Eisenmanʼs and Hejdukʼs early, numbered domestic
houses. However, these two architects, who were both members of the New York Five, share a
similar fascination with three-dimensional formal composition. Both have claimed that as their
domestic designs developed, formal complexity was equally present in both the plans and
elevations of their houses. In the present paper a mathematical comparison is undertaken of
the degree of visual complexity present in the plan, and associated elevations, of two houses;
Eisenmanʼs House VI and Hejdukʼs House V. If Eisenmanʼs and Hejdukʼs arguments about the
aesthetic generative approach are accurate, then it should be possible to provide mathematical
evidence for this proposition from a close analysis of two of their most well known early works.

Keywords: computational analysis, mathematical analysis, formal complexity, Peter Eisenman,
John Hejduk.
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Working together – building more beautifully

Architects and tradespeople work together to produce buildings, thereby exercising a strong
influence on the aesthetic appearance of our cities and regions. A building can only succeed
when both groups contribute their specific knowledge and special skills. During the buildingprocess, aesthetic ideas and constructive necessities have to be balanced and coordinated
constantly. It can often be observed, that aesthetic and constructive preferences of both groups
in regard to buildings differ a lot. It´s a matter of common knowledge, that this makes the
collaboration often difficult for both sides and does not always produce satisfactory results.
Supposedly, the different predispositions and the difficult communication have their seeds in the
different kinds of education of craftsmen and architects. Naturally the curriculae of academic
studies and apprenticeship are not similar and have different key aspects. Furthermore, each of
these groups involved in building construction is effectively non-existent in the training received
by the respective other group. Each fails to learn how to see and accept how fruitful or useful it
can be to combine very different ways of thinking and working and to know about the different
aesthetic and constructive preferences of the other side.
The aim of the ʻBuilding Trades and Architectureʼ teaching project described here is to make the
first move to improve this situation by fostering communication between architects and
tradespeople at an early stage, during their training. A group of journeymen tradespeople
training as Meister works with a group of architecture students on a design project over a period
of one semester. It is imperative to gain an insight into the way people on the other side work
and think and to learn that aesthetic and constructional problems are mostly mutually
dependent and therefore best solved in a joint effort.
There are several ʻconstruction meetingsʼ followed by joint reflections on the communication
situations encountered. In this way, both groups can input their respective skills to the project,
learning in the process to appreciate the work and skills of the other group, without adopting or
doubting the occupational role played by the others. Due to this joint reflection on
communication situations, the learning achieved in this project differs from learning in normal
practice on the building site.
Observations to date show that communication between the groups has already improved
during the short period that the project has been running. Also the aesthetic and constructive
quality of the design projects is remarkably high.

Keywords: crafts, architecture, communication, architectural students, tradespeople
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Can philosophical theories of the relationship between music and the
emotions be tested?
In the recent years, several attempts have been made to bridge the gap between the
philosophical research and empirical studies that concern various aspects of the relationship
between music and the emotions. On the one hand, the debate in the analytical philosophy of
music has been perceived by the psychologists of music (C.Krumhansl, P.Juslin). On the other
hand, scholars in aesthetics of music took pains to ground their theories by appealing to
findings of the empirical research (J.Robinson). The aim of my presentation is to examine the
problems and difficulties that seem to be involved in the rapprochement between philosophers
and empirical scholars who are working in this field.

Keywords: music, emotions, philosophical theories, empirical research
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Formal characteristics of „fine“ paintings
Research discusses formal characteristics of paintings and their influence on observers
aesthetic decision, universal characteristics that increase chances for paintings to be
recognized as „beautiful“.
In research 1, subjects evaluated 50 reproductions of famous paintings. Arithmetic means of
acceptance for each painting have been calculated. In next step, two groups of paintings have
been selected – top 10, estimated as „most beautiful“ and last 10 („not very nice“).
In addition, 12 scales describing formal characteristics of paintings have been used. Subjects
evaluated paintings according to their formal characteristics (saturation of form, orientation,
colours, complexity etc).
Results show that form influences evaluation process. Statistically significant differences
demonstrate that the forms of „nice“ paintings are more likely to be complex, containing less
structured forms, having low density of surface with dominant white, blue and violet colours.
Results open discussion about formal aspects of aesthetic evaluation and complexity of art
media.

Keywords: aesthetic preferences, form, aesthetic values
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Art education and aesthetic evaluation
Personal preferences in visual stimuli are observed in relation with systematic art education.
Three groups of subject have been involved: students of fine arts, applied arts and psychology.
Students of arts are considered as systematically educated in visual arts, while students of
psychology are not. Differences between their evaluations of visual art objects have been
observed in relation with education level and forms of visual art objects.
Stimuli – black and white reproductions of less-known drawings of famous artists have been
used. The stimuli have been selected and classified according to forms of visual presentation:
realistic, expressive, stylized and abstract forms. Stimuli were exposed one after another,
randomly. Subjects evaluated aesthetic value of each stimulus, using 20-degree scales.
Exposure time was not limited.
Results – there are statistically significant differences in evaluation values between groups of
subjects, showing effects of systematic art education on aesthetic evaluation of stimuli. Stylized
and expressive forms are highly valued by subjects educated in arts. According to evaluation
values, students of applied arts and psychology highly value realistic forms, while students of
fine arts, preffer expressive and stylized forms.
From the point of view of realistic art, there is effect on systematic education, as well as of some
other factors (interaction between factors appeared). Results show that students of psychology
and students of applied arts (even educated in art) use the same aesthetic criteria in evaluation
of realistic forms, but students of fine arts differ from those two groups. Systematic education in
art has partial effect on evaluation of expressive and stylized visual objects, and this process
can be understood only in broader context, taking into consideration some other relevant
factors, for example personal experience in creative art activities.
The effects of education and other factors are visible in reception of expressive, stylized and
realistic forms, showing trend among students to highly value realistic forms if not
systematically educated in art.

Keywords: form, art education, aesthetic evaluation
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When a body meets a body, and causes an aesthetic experience… or
doesnʼt: The vital role of self/ other-awareness in art-perception, and
an empirical study of their elimination
Acute self-focused attention, and awareness of others which may bring it about, is often thought
of as a detriment to the experience of art, to the extent that most conceptions of “aesthetic”
experience itself—from ultimate moments such as Bulloughʼs “psychical distance,” Maslowʼs
“peak experience” and Csikszentmihalyʼs “flow,” to selfless “disinterest” in basic aesthetic
perception—stress its total elimination, while pedagogical design of museums often attempts to
reduce the possibility for unwanted self/ other disruption. However, contrary to this, we have
previously argued that other-induced self-awareness may actually play a vital role as a trigger
for insight, schema-change and the pleasure, harmony and final selflessness of “aesthetic”
experience.
To explore this issue, we consider empirical evidence from two arrangements of the Rothko
Room in the Kawamura museum of Japan. In the first arrangement, in which the location of
benches and unavoidable presence of a docent created a high incidence of self-awareness, we
note an almost even split between: 1.) a negative outcome, including lack of understanding and
negative evaluation, in which self-awareness caused self-protectionary flight, and 2.) a highly
positive outcome, in which self-awareness instead led to meta-cognitive reflection, epiphany,
deepened understanding, positive hedonic assessment of worth and beauty, and transformation
in viewer self-image. When this room was redesigned to reduce the possibility for self/ otherawareness, and therefore minimize the former outcome, while the resulting experience did
eliminate anxiety and need for escape, and the artworks became significantly more “good,” so
too was lost the possibility for the latter epiphany, intense pleasure, personal transformation and
profound introspection.
This raises important questions for the relation between museum design, pedagogy and their
desired outcomes, and suggests the importance that contextual elements such docent or bench
location, when considered via the social ramifications underlying self-awareness, and when
placed into the psychology of aesthetic experience, can have in determining the outcome of art
viewing. It also raises an intriguing ethical and design conundrum when considering human
interaction in the museum—between selfless accord for all, or self-focused disruption for many
and epiphany for a few.
Keywords: self-awareness, other-awareness, social anxiety, aesthetic experience, museum
design, epiphany, emotion and appraisal
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Expectation of Similar Cases – Exspectatio Casuum Similium
An important principle of empirical theory in the early aesthetics of the 18th century

The first theory of aesthetics, written 1750 by Alexander Gottlieb Baumgarten, establishes the
name “Aesthetica” and defines the new discipline as the “science of empirical cognition /
scientia cognitionis sensitivae”. And in fact it is not only a theory of art, but intends to lay the
foundations of the empirical approach to the world as cognition, which is capable of truth.
Based on the philosophy of Leibniz in this epistemology, the unconsciousness of not-knowing or
only implicit knowing is a kind of knowledge, in that it is the substantial foundation of all
cognition, from which explicit knowledge emerges. In this conception empirical cognition on the
one hand is the autonomic realm of art; on the other hand it is only the realm of transition from
not-knowing to the precise knowledge of the sciences. In respect to this last idea this early
theory of aesthetics is an empirical logic or theory of sensual cognition.
Baumgarten points out an important aim of empirical thinking: the theoretical description of our
phenomenal world and the anticipation of future events. And one of the fundamental principles
of this kind of thinking is “exspectatio casuum similium”, the expectation of similar cases.
Baumgarten thinks about it on different levels of argumentation:
On the first level of argumentation of his “empirical psychology”, we can reconstruct a
differentiated cognitive structure of this principle. As one of the most complex sensual faculties
of cognition it presupposes a lot of sensual faculties, among others the faculty of memory and
the faculties to perceive the differences between phenomena and – most of all – their
similarities or identities. The last faculty can be described as the ability to perceive coherences
between things because of their identities. It is called “wit”, “esprit”, lat. “ingenium”, which is, by
the way, one of the etymological roots of “genius”; it enables us to combine different elements to
new complexes. But “wit” is also necessary for the expectation of similar cases, because we
need it to recognize similarities between things, processes, events etc.
On the second level of his logic of induction we can reconstruct the fundamental methodological
status of the principle of expectation of similar cases within empirical sciences. Here it plays its
role within the framework of inductive logic and its main issues. Those issues are for instance:
Is it possible to attain a complete induction? If not, how many similar cases are necessary for a
true result, i.e. to be truth makers?
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Following the results of levels one and two we can reconstruct the elementary status of the
expectation of similar cases in every day life experience on a third level. It can be exemplified
that in a lot of situations in normal practice we have to anticipate the near future in order to
conduct daily activities as well as communicative processes successfully.
Based on these considerations it can be shown that expectation of similar cases in our times is
also a fundamental and elementary principle. But if we then – on a fourth level – apply it to the
experience of art, we must take notice that a work of art functions in a different cognitive way
than do science and everyday life: contrary to them it requires the conversion of expectation of
similar cases, or more precisely: it requires a special balance between the expectation of similar
cases and its very disturbance.
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Stylistic changes in architecture, painting, music, and social life:
mutual correlations and forecasting abilities
Tight links between stylistic features of different kinds of art are known beginning from works of
H.Woelfflin. Nevertheless, these links were measured only recently, due to the informational
approach (see, e.g., Golitsyn & Petrov, 1995). Many of such links were confirmed. So according
to S.Maslov (1983), “on the basis of creative features of J.Jones and C.-N.Ledoux, it was
possible to forecast English revolution and French one.” His main idea concerned the
opposition of two types of psychic processes:
– “analytic” ones, when small portions of the information are processed consequently, in the
framework of a fixed paradigm; this type is characterized by rationality, attention to means and
devices, great role of verbal processes, etc.;
– “synthetic” ones – instant parallel processing of large portions of information, accompanied
with the change of paradigm; intuitivism, attention to goals of activity, without verbalization, etc.
Usually these types are ascribed to left- and right-hemispheric activity, respectively (though
such identification is partly metaphorical). That is why, e.g., Empire style and constructivism
respond to dominating left-hemispheric processes, but baroque and Jugendstil relate to righthemispheric prevalence. While the evolution, these types change each other periodically, with
full duration of cycles about 48-50 years. To measure such periodical ʻswitchesʼ (close to cycles
studied by Martindale, 1990, and Kondratieff cycles in economics), special sets of parameters
were elaborated: 5 parameters for architecture (e.g., ʻleftʼ style reveals itself in strict logic of
buildings, whereas ʻrightʼ style is characterized by whimsicality and affectation), 7 parameters
for music, 10 for painting, and so on. The values of these parameters are obtained on the basis
of ʻcalibratedʼ expert estimations (Petrov & Boyadzhiyeva, 1996).
The resulting evolutionary curves showed the predicted oscillations (against the background of
long-range monotonic trends – Petrov, 2001, 2004a) with systematic shifts of cycles. E.g.,
Russian social life outstrips architecture on 2 years, but the last one outstrips European music
on .5 year, and is outstripped by European painting on 17 years. Such regularities were used
to forecast changes in the behavior of each of the above spheres for nearest 20-25 years
(Petrov, 2004).

Keywords: information, style, architecture, painting, music, social life, hemisphericity, cycles
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The phenomenon of “rara avis” in painting:
Quantitative analysis of creativity of 10 genius artists
Now two “polar” views on social nature of creativity, compete with each other:
– any outstanding artist (composer, poet, etc.) is a typical representative of his/her time (and
culture, subculture), reflecting its style, tastes, attitudes, and so forth;
– outstanding artists differ from their contemporaries, being something like “rara avis”, as if they
were “fabricated of a specific material”.
To study the problem empirically, 10 genius painters were chosen, responding to the “top” of the
hierarchy built on the basis of the volumes of the paintersʼ descriptions in the encyclopedia
(Kulichkin, 2004): Rembrandt, Rubens, Michelangelo, Rafaello, Zyrbaran, Ribera, Duerer,
Velazquez, G.Bellini, and Tiziano. Each of them was compared with his “background” – cluster
of not so eminent contemporaries: 4-7 painters born approximately in the time when the given
genius painter was born. E.g., a cluster head by Velazquez (born 1599), consisted of the
following “background painters”: Lorrain (1600), G.La Tour (1593), Poussin (1594), Goyen
(1596), and Heda (1594). The comparison was realized over 10 stylistic parameters reflecting
the orientation of the perception to prevalence either of “analytic” processes or “synthetic” ones.
Each parameter was represented in the form of a binary opposition, e.g.:
a) Traditional work – Originality, peculiarity;
b) Rationality – Intuitiveness;
c) Strict form – Free form, etc.
The values of these parameters for each painter were obtained on the basis of “calibrated”
expert scores (Petrov & Boyadzhiyeva, 1996; Petrov, 1996).
The range of most probable “background meanings” was calculated for each parameter (its
mean value plus or minus its standard deviation). Deviations from this background meanings
were observed in 32.4% cases of parameters of background painters – close to 31.7% for
Gaussian distribution, which evidences of good homogeneity of each background. On the
contrary, genius painters showed very high share of deviations (from the above background
values): 56 cases out of 100 ones, instead of 32 cases for chaotic scattering described by
Gaussian distribution (the difference statistically significant at the level better than .5%, chisquare criterion).
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Similar results were recently obtained for the creativity of 5 genius composers. Hence, though
genius is a “son of his time”, he reveals also large number of deviations of the “spirit of his
time” (Zeitgeist). Such situation permits to realize due degree of variability of the behavior of the
system of artistic life, in accordance with the “principle of the information maximum” (Golitsyn &
Petrov, 1995).

Keywords: genius, information, style, painting, Zeitgeist, statistical deviations, variability
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How useful is User Experience as a concept for design practice?
User Experience as a concept has been developed from within the Human-Computer
Interaction community in the last ten years and has influenced interaction and product design
among others. It is commonly formulated as a critique and extension of the instrumental
approaches of usability. The requirements of function and fit, efficiency, effectiveness, user
control, error tolerance, satisfaction and learnability are deemed insufficient regarding the userʼs
(positive) experiencing. Therefore, practices and theories of User therefore search for a broader
approach to human interactions with artifacts and services. While the conceptual openness has
led to important innovations in design, the theoretical underpinnings and implications are yet to
be explored. The authors believe that the concept of experience may be a construct that unifies
both pragmatic and aesthetic attributes and judgments that are of equal concern in design.
However, for the concept to be useful in design practice and education, a common ground
should be found. This contribution therefore aims to clarify some assumptions within the
concepts of User Experience by identifying and discussing some important points:
Is Experience a surplus on top of usability? Anderson (2006) has adapted the pyramid of needs
from Maslow (1943) where user experience is situated on top of usability. This hierarchic model
suggests a surplus character and thus a special role of User Experience.
What is the role of aesthetics? Empirical evidence against “what is beautiful is usable” suggests
a conflict of aesthetic and pragmatic attributes of artifacts. This challenges design practice
which searches to overcome the divorce. Experience has several meanings. To clarify the
concept and its aims we propose a continuous view. Experience as engagement of multiple
senses (Erfahrung) – Experience as experiencing (Erleben) – experience as total immersion
(Ereignis).
When User Experience goes beyond use how can we model the relationship between humans
and artifacts that are not in (direct) use? How can positive User Experience be exploited in
different contexts namely work and leisure settings? Where is the place for positive experience?
These questions are of relevance for the advancement of design practice and theory and their
answer will influence the direction of empirical work on experience and design.

Keywords: user experience, usability, design theory
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Aesthetic art, political cartoons and graphic novels share Fourier
power spectra that are scale invariant across image orientations
(isotropic 1/f2 characteristics)
Aesthetic art images and photographs of natural scenes have in common that log-log plots of
their radially averaged (1D) Fourier spectral power fall linearly according to a power-law with
increasing spatial frequency (Redies et al., 2007a,b). The average slope of the plots is about -2
(1/f2 characteristics). This result implies that the power spectra are scale-invariant. We found
that other categories of pleasing, man-made images (political cartoons, comics and mangas)
have similar properties.
In contrast, real-world photographs of objects, faces, plants and scientific illustrations display
power spectra that deviate from scale invariance. Moreover, an analysis of 1/fp characteristics
across orientations in the complete 2D power spectra revealed that art images, cartoons and
graphic novels have a lower degree of variability across spectral orientations (i.e., they are
more isotropic) than comparable real-world photographs. Taken together, these results indicate
that aesthetic art images, cartoons and graphic novels possess relatively uniform 1/f2
characteristics across all orientations.
We conclude that the man-made stimuli, that were produced to evoke pleasant and/or
enjoyable visual perception in human observers, display specific luminance contrast statistics
that are more pronounced than those of real-world image categories. Whether these properties
are sufficient or necessary to induce aesthetic perception remains to be investigated. Supported
by DFG (Re 616/5-1).

Keywords: aesthetic art, statistical regularities, Fourier power spectrum, scale invariance
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Aesthetical evaluations of views from flats
The aim of this paper is to assess the aesthetic impact of views from the living rooms of flats in
Porto Alegre, such views being characterized by natural and built elements with different
distances to the observer. The aesthetic evaluations of architects, non-architects college
graduates and non college graduates are considered. The aesthetic quality is an important
aspect in the analysis of the environmental impact of building and urban design.
Studies of flats, offices, prisons and hospitals has revealed the importance of views from these
buildings, indicating that such views should be considered in the designs of buildings and open
spaces. However, more research is needed to sustain and deepen the universality and
reliability of the results already produced, including the aesthetic impact generated by natural
and built elements and by their distances to the observers in the living rooms of flats, what,
according to some previous studies, produce different aesthetic impacts.
Data gathering means included questionnaires and interviews conducted to 60 architects, 60
non-architects college graduates and 60 non college graduates. Questionnaires and interviews
were complemented by a photographic kit consisting of 1 A3 sheet with 6 views from the living
rooms of flats in Porto Alegre. These views represent 6 categories, including natural elements,
walls with openings and blind walls. Data from the questionnaires were analyzed by nonparametric statistical tests, such as cross-tabulations and Kruskal-Wallis.
The results show, for example, that the views formed by natural elements tend to be evaluated
as positive and to be preferred while the views characterized by blind walls tend to be evaluated
as negative and to be last in order of preference. Still, views characterized by shorter distances
between the observer and the viewed elements and by no sky views, tended to be less
satisfactory or more unsatisfactory than the more distant views.

Keywords: aesthetic evaluations; views from flats; natural and built elements
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Levels of order and visual stimuli in urban scenes:
Aesthetic evaluations
The aim of this paper is to investigate the relationship between the aesthetic evaluation of
contemporary and historical urban scenes and levels of order and visual stimuli in such scenes.
The dichotomy between philosophical and empirical aesthetics, as well as the impact of formal
and symbolic aesthetics, is examined.
The apparent difference between the aesthetic evaluations of architects, non-architects college
graduates and non college graduates is also investigated. The importance of an aesthetically
pleasing urban experience has been understood by some as one of the three main objectives of
urban design. Still, there is a need for more research to examine the dichotomy between
philosophical and empirical aesthetics, coupled with the importance of better understanding the
impact of formal and symbolic aesthetics, including the associations involved.
Data was collected through questionnaires and interviews conducted with 60 architects, 60 nonarchitects college graduates and 60 non college graduates. Questionnaires and interviews were
complemented by a photographic kit consisting of 3 A3 sheets, each sheet with 3 street scenes.
A sample of the street scene consists of scenes of contemporary buildings in Porto Alegre (3
scenes) and historic buildings in Porto Alegre (3 scenes), Prague (1 scene) and Florence (2
scenes), a total of nine scenes grouped into three categories: order and visual stimulus; order
and little visual stimulus; and disorder. Data from the questionnaires were analyzed by means
of non-parametric statistical tests, such as cross-tabulations and Kruskal-Wallis.
The results show, for example, that the scenes with order and visual stimulus tend to be
positively evaluated and to be preferred, while the scenes with disorder tend to be negatively
evaluated and to be the last in order of preference. Being a scene with contemporary or
historical buildings (in Porto Alegre or not) did not significantly affect the answers, revealing that
the greater or lesser familiarity with the scenes as well as possible associations with the scenes
with historic buildings had no major impact on the aesthetic evaluations by participants.

Keywords: levels of order; visual stimuli; urban scenes; aesthetic evaluations
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Aesthetics in Architecture: an Environmental Psychology Perspective
The question of beauty and aesthetics has been answered differently in different period of times
in the history. The subject of the aesthetics of environment is only under consideration in the
last few decades. The relationship between man and nature has played an important role in the
definition of this issue. Aesthetics is one of the most important and influential factors to increase
the quality of environment. So our responsibility as an architect and a designer is recognizing
this issue and taking the advantages of it to design and create better environment for human
being.
The issue that what spaces are principally beautiful or in other words, what spaces are known
beautiful by humanʼs point of view can be considered in two ways. The one is the recognition of
the space and the built environment, and elements which are important to make a space
beautiful, and the other one is the recognition of human being and his perception of
environment, requirements and his preferences in order to recognize and achieve spaces which
are known beautiful by him. These two ways are not completely apart and different from each
other, on the contrary they have effects on each other and some kind they are complementary.
This paper is trying to recognize aesthetics in environmental psychology point of view by
considering and studying on principle of environmental aesthetics and further recognizing of
human being and their requirements in this specific field, and influential factors on perception
and their sensory empirical methods. This issue is performed by taking help and using of some
varied samples in Iran and showing and determining these factors upon these samples and
comparing to each other. We may find out influential and impressive factors on disorderly and
non-beauty in contemporary architecture of Iran by considering and comparing some perfect
and elegant samples with some inconvenience and non-beauty samples of todayʼs architecture
and lesson its malformed factors to some extent and retrieve its lost and ruined beauty so that
we can provide more desirable environment for human being life.

Keywords: environmental psychology, experimental psychology, environmental aesthetics,
human needs, preferences, environmental perceptions, architecture
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Embodied pleasure, embodied mind. On an enactive approach to
aesthetic experience in interaction and Gustav Fechnerʼs
psychophysical parallelism
The aim of this paper is to discuss the role of the so called embodied mind and of the enactive
approach to human cognition (Varela & Thompson & Rosch, 1991) in experiencing pleasure in
perceiving aesthetically. In order to do this the relationship between the somatic emotional
excitement as expression of the coupling of the perceiver with the external world in aesthetic
perception as proposed by pragmatist aesthetics (Shusterman, 1992) and the embodied mind
will be highlighted.
This aim is related to the debate on the Cartesian mind-body dualism (Heidelberger, 2000), a
quite neglected debate in aesthetics. The father of empirical aesthetics Gustav Fechner
proposed a solution to the mind-body dualism called psychophysical parallelism we will focus
on in relation with aesthetic perception. Fechnerʼs psychophysical parallelism is the basis of the
principles he develops in „Vorschule der Ästhetik“ for the formulation of the criteria determining
the process of aesthetic perception (Fechner, 1978). Fechner declines the Cartesian division of
the world into matter and mind. The sensory side of mind has an exact connection with the
physical world. In his psychophysics a perceiverʼs performance on a task is dependent upon his
ability to correctly perceive the state of the physical world (Heidelberger, 2000). In Fechnerʼs
view quantitative variations in a physical stimuli correspond to a mental experience of the
perceiver.
Against this background, our talk will propose a more extended version of Fechnerʼs
psychophysical parallelism and of the pragmatist somatic standpoint through the concept of
embodied mind and through the paradigm of enaction (Varela & Thompson & Rosch, 1991).
According to an enactive approach it will be argued that experiencing pleasure in perceiving
aesthetically is a perceptually guided action in a perceiver-dependent world and varies with the
variation of the perceiverʼs possibilities of action in the perception of and interaction with the
lived world. It will be shown that the experience of pleasure and its perceived variations in terms
of emotional excitement in bodily configurations can be grounded in the embodied mind. What
consequences this for the concept of aesthetic experience may have will be sketched.

Keywords: psychology and aesthetics, pragmatist aesthetics, enaction, mind-body problem
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Automotive face analysis - Studying the car front design over the past
35 years
The aim of my study is to apply the principles of philosophical aesthetics on our objects of utility
in modern life (and not only on pieces of art). In my work ‚Philosophie des Automobilsʼ (i.e.
ʻPhilosophy of the Carʼ, Fink 2008) I analysed the development of the car design since 1975
until now. Therefore I focussed on the form of the car face, especially the grille - with a
quantitative investigation of more than 120 car models over the past 35 years. I tried to interpret
my results based on the categories of contemporary aesthetics and theories of architecture:
modernity vs. postmodernity.

My thesis describes two phases:
There is a strong modern design, visible since the end of the 60s, consisting of the functional
and reductive composition of the car front. Therefore the grille as a traditional icon of the brand
often disappears. The car body has to be rationally and purely designed like a box or a wedge,
comparable to the style of architectural functionalism or the principles of the Bauhausmovement.
Since the 1990s until now the strong identity of the brand has often been rediscovered and
orchestrated with a big grille, traditional logos and an emotionally or even metaphorically carved
body. Here the car design incorporates essential aspects of the concept of postmodernity in the
sense of Wolfgang Welsch, Albrecht Wellmer or Charles Jencks.
Hence it seems possible to “read” a car in an art-historical dimension or with an art-historical
vocabulary, like it would be possible to read other commodities. In opposition to buildings, cars
are basic articles of daily use and of mass production. Forming a car has therefore necessarily
to undergo a different logic of design (and production) than forming a house. I suggest that this
could be the reason why in car design the postmodern movement still seems very vital while in
architectural aesthetics postmodernity is often disapproved. That is why I plead for a new view
on postmodern aesthetics.

Keywords: modernity, postmodernity, design, car, article of mass production, art history,
metaphor, functionalism, rationality, emotionality
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Ergonomics and aesthetics - an objective evaluation system for
industrial design engineering
The relationship between industrial designers and engineers is still complicated because of the
different approaches of both disciplines in product design. The concepts of engineers are based
on objective evaluation requirements whereas the solutions of industrial designers are based on
more subjective aesthetic experiences. These widely differing procedures inevitably lead to
larger, professional conflicts, which, until now, result in an inefficient co-operation between the
two disciplines.
Since there still is no universally valid and objective evaluation system for product aesthetics,
value curves must be found with a correlation between the functional (ergonomic) and formal
(aesthetic) requirements based on the ergonomic criteria (usability factor). The discussion
between engineers and industrial designers can prove the effect of fixed and section
requirements on the formal requirements of the product gestalt and a consensus can be found.
The aesthetic judgments formed by an evolutionary point of view, often cover the more
important ergonomic requirements of a good usability of a product. The result of this very
dominant, visual perception channel (107 bit/s) developed by the evolution (gene) is a rapid
"superficial" short evaluation. The inherited, cultural knowledge (meme), the so-called "inner
values", only occurs in a further intensive use of a total evaluation of the product.
Until now, these aesthetic evaluations can only be calculated by an objective approach, the socalled “Birkhoff'schen Quotient.” This quotient resulting from degree of order and complexity
describes the “Ästhetisches Maß” of a product gestalt. The higher the degree of order and the
lower the complexity (type and number), the higher the “Ästhetisches Maß”.The ergonomic
requirements are not included in this quotient.
Therefore, the approach is based on the idea to describe the relationship between the
ergonomic (functional) and the aesthetic (formal) requirements on different value curves
describing the dependence between the ergonomic and aesthetic requirements of a product
gestalt. Due to our highly dominant aesthetic judgement in the evaluation of products, the future
products get a so-called “handicap” according to their share of functional and formal
requirements. With this handicap, products can be evaluated according to our aesthetic and
ergonomic senses. A product can be evaluated in its holistic perception by the objectification
and networking of the two pairs of requirements.
Keywords: functional and formal requirements, product aesthetic, usability, value curves,
handicap
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Interactive & continuous media evaluation
When emotional features of an object are to be judged, mostly questionnaires are used.
However, results based on such a method report only one judgement formed at the end of
stimulus presentation (summative judgement). Hence, information about how this judgement
was formed is lost. Interactive continuous measurement of aesthetic judgements, however, can
provide data on the appraisal at any time during this process.
The newly developed software is somewhat similar to Schubertʼs Real Time Cognitive
Response Recorder (RTCRR; Schubert, 2007) and Nagelʼs EMuJoy (Nagel et al, 2007), but
focuses on video rather than music media. Additionally, it provides a video cassette recorder
playback function that allows to inspect all appraisals of all participants at once (metaplayback). This feature is much more effective in detecting central tendencies or exceptional
scores than looking at tables giving means and standard deviations.
Participants of the experiment were asked to rate a video clip (a) using a questionnaire and (b)
by help of the new software, thus recording continuous data in two emotional dimensions
simultaneously (arousal, valence). We focused on how different orders of presentation may
influence summative judgements and if there is any relation between continuously recorded
judgements and those delivered at the end of presentation.
While final results still have to be checked, (1) there seems to be some trend of intensified
judgements in the continuous and final appraisals if the participants are asked to perform the
continuous appraisal task immediately, i.e. without watching the whole video-clip before.
However, there seem to be (2) greater discrepancies between continuous and summative
judgements. (3) Although all participants rate the different scenes of the video clip differently
their judgements show homogenous appraisals in the continuous judgement condition. (4) The
corresponding summative judgements, however, are more heterogeneous.
This seems to confirm Zajoncʼs (1980) assumption, that the stimuli presented in a rating task
are not solely accountable for the final appraisal made by participants. Some parts of the video
stimuli (scenes) seem to have a stronger impact on the summative judgement than others;
further research on this topic might focus the role of high-impact stimuli and non-stimulus
influences.

Keywords: continous measurement, aesthetic judgement, interactive evaluation, two
dimensional space of emotion
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ʻIntegrative Aestheticsʼ based on the relief of resources
by Gestalt integration and Piagetʼs decentering
This paper presents a new approach towards an empirical theory, which seems capable to
explain what an ʻaesthetic experienceʼ is at all: This ʻIntegrative Aestheticsʻ is based on the
relief of cortical resources in the process of ʻGestalt Integrationʼ, when the perceptual data is
recoded. The algorithm-like Gestalt coding is not only requiring less cortical resources, due to
its much more efficient code. Additionally it widens the scope of validity of an actual case up to
similar possible cases (and from extensional to intensional coding). Hence, any Gestalt
perception has aspects of Piagetʼs ʻDecenteringʻ.
In contrast to other aesthetic theories, the presented approach allows to describe and explain
both, positive aesthetic experiences and destructive acts. The basic idea has to be applied
iteratively on several semiotic dimensions. Problems of traditional informational aesthetics
resulted from positivistic limitations to stimulus inherent features (syntactic aspects). However,
semantic and pragmatic aspects of Gestalt phenomena must be taken into account, too. Then
we are able to analyse the full realm of aesthetic experiences (without limitations to art).
Measurements will be stimulus inherent features (syntactics) as well as individual meanings
with their cultural weightings (semantics), furthermore, the pragmatical relevant symmetries (i.e.
action scripts). Each Gestalt will be analysed regarding its pithiness and its goodness (which
are frequently confounded). Symmetries (invariances) can be measured gradually as well as
their dynamics. And decentering can be measured itself, what offers an additional paradigm
within this theory. Destruction (Gestalt disintegration) on one level is always conducted by an
integration at another level, which seems more relevant to the actor, due to its decentering
power.
The approach of ʻIntegrative Aestheticsʼ is instructive for the understanding of the contradicting
ʻrichness of the stimulusʼ and the preference for ʻprocessing fluencyʼ (i.e. in architectural
design): These two aspects address different semiotic levels. The advantage of this universal
ʻsecond order observationʻ was reinforced by evolutionary selection. Resulting, itʼs not possible
to increase aesthetic experiences infinitely, due to the fact, that both richness of structure
(multistability of Gestalt) and perceptual fluency (pithiness of Gestalt) will require a sufficient
signal-to-noise ratio. Finally, a design theory can derive the connection of aesthetic experience
and economics of resources (towards design ethics) from it, which is useful both in analysis and
planning.
Keywords: relational aesthetics, Gestalt psychology, symmetries, decentering, semiotics
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Images of modern Berlin
Antecedents, Purposes and Methods
In 2009 I took a series of photographs in Berlin and have selected the six images presented
here in Dresden for the IAEA 2010 Art Exhibition. I used a Canon Digital IXUS 100 IS camera.
The pictures I am presenting here, with psychological remarks, can be listed as follows:
1) “Chiaroscuro Effects in the Jewish Memorial Monument”. This black and white picture was
taken in Berlin and depicts elements of the famous Jewish Memorial Monument build in 2004
on a design by the architect Daniel Liebeskind. I avoided colours in order to underline the
relatively sad tonality of the environment, according to its meaning. The main perceptual
process proposed by this image is linear perspective, with a degrading of elements with
observer distance (Gibson, 1950); there is also great relief due to the chiaroscuro effect which
makes the image strongly three-dimensional, thereby assuring its relief (Julia Sciuto, 2009;
30x20 cm).
2) “Architectural Perspective”. This is a colour picture but the grey is really due to the monument
stones as a dominant tonality. Again, perspective is the main perceptual process in which the
beholder is involved, together with a light positional incongruity (Julia Sciuto, 2009; 20x30 cm).
3) “The Iron Masks”. In the Memory Void of the Jewish Museum (also by Daniel Liebeskind)
there are thousands of iron plates cut into faces that evoke the many victims of the Holocaust
(Julia Sciuto, 2009; 30x20 cm).
4) “The Dome of the Reichstag”. This is an internal view, from below, of the Reichstag dome (by
the architect Norman Foster,1992). There is a considerable transparency effect (Metelli, 1974)
and significant perspective and completion phenomena (Julia Sciuto, 2009; 30x20 cm).
5) “Light and Shadow Contrasts in Gendarmenmarkt”. This picture was taken in the
Gendarmenmarkt, a famous square in Berlinʼs City Center, where there are two churches called
“Deutscher Dom” and “Franzoesicher Dom”; moreover, the “Konzerthaus” along with a
monument showing a Lion surmounted by a Putto. (Julia Sciuto, 2009; 30x20 cm).
6) “Inside a Berlin Bar”. The warm darkness of the closed environment of this Berlin bar is
barely illuminated by some candles which allow us to barely see the moving or still human
figures (Julia Sciuto, 2009; 30x20 cm).
Keywords: Berlin, colour, completion, meaning, perspective, picture
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Defining a sense of place in interactive multimedia design
Experience design in multimedia computing defines a new sense of place that uses audio,
visuals, and viewer interaction to integrate virtual and physical worlds. Layers of different types
of perceptual and cognitive space appear in digital games, websites, wikis, blogs, podcasts,
and cell phone applications. Images, text, and sound continually transform the virtual space as
parallel, synchronous streams of sensory information engage the viewer. Interactive links
define spatial relationships and the temporal dynamics of the virtual environment. Because
relationships continually change, the viewer must rely on memory to navigate through new
spatial representations. Memory creates an “experiential space” that is based on sensory input
and perception.
Mobile computing adds another dimension to this sense of place by making virtual worlds “real”
extensions of our daily activities. Images, sounds, and events in different geographic locations
are available within the context of audiovisual interface designs. These layers of space and time
are integrated into the physical surroundings of the viewer as well as the viewerʼs cognitive
references. We also see this integration of virtual and physical spaces in our architectural
surroundings (especially public buildings) where sound and moving images create dynamic
extensions of the physical environments.
Social interaction also defines a new sense of place derived from social and cultural traditions.
On social networking sites such as YouTube, Facebook, Twitter, and MySpace participants
share experiences and create collaborative spaces for interpersonal communication. These
interactions lead to the formation of collective memories that shape the way we interpret events
over time. The sense of place becomes a dynamic continuum that is defined by personal
experiences and social discourse.
Drawing on research in design, new media communication, and the psychology of perception,
this paper shows how images, words, sound, interface design, and social networking define
complex multisensory worlds where the juxtaposition of virtual and physical environments
challenges traditional perspectives in space and time. To support this research presentation, I
have also submitted an IAEA 2010 art exhibition proposal to exhibit an art installation titled A
Sense of Place which illustrates the concepts presented in this paper.

Keywords: experience design, interaction design, social networking
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Architecture as means of expression of basic russian mentalities
Petersburg, as “The most imaginary city in the world” (F.Dostoyevsky), in its names and
architecture contains the essence and succession of basic Russian mentalities that had arisen
during the last 3 centuries (compare, for example, with the unchangeable name of Moscow).
Saint-Petersburg (1703-1914) – the capital city of the Russian Empire (since 1712) which
nevertheless bore the West-European name and brought the westerly-oriented aristocracyʼs
trend of mind, reflected in the cityʼs architecture, created by the European architects and their
Russian followers.
Petersburg - semi-official reduced name of the city. First of all this name corresponds to the
period of capitalization in Russia, caused by the reforms, started in 1861, and to the
architecture of late eclecticism and modernism – rentals, industrial and commercial buildings –
the period, deprived of the sublime “Saint”.
Petrograd (1914-1924) – the official renaming of the city took place owing to the World War I. In
reality it was an incarnation of a Slavonic-Russia idea, which had been developing through the
XIX and the beginning of the XIXth century. It is no mere chance that a lot of temples and
edifices had been erected in Petersburg in Neo-Russian style since the second half of the XIXth
century. But unlike Saint-Petersburg, Petrograd was deprived its high constituent, and hadnʼt
anyhow become “Saint-Petrograd”.
The name Leningrad (1924-1991) reflects a soviet-socialist mentality that had been ripening
since “The Peopleʼs Will” revolutionary-terroristic period. This mentality has been realized in the
1920-ies rationalistic functional constructionism and in the monumental eclecticism of Stalin
(1930-1950-ies) period and later in Khruschevʼs and Brezhnevʼs large-scale house-building and
industrial construction in 1960-1980-ies.But this tremendous expanding of Leningrad was
deprived of spirit, soul, and genuine aesthetic beauty.
All the types of mentalities mentioned here, the appellations and architect incarnations, like
annual rings of a tree, have found expression in the spatially-ringed plan of the city.
Since 1991 the city has again become Saint-Petersburg. Neocapitalist, westerly-oriented
Petersburg manifests itself in reconstruction of the hotels, restaurants, stores,, in the Latin
letters of the signboards, street-posters, and advertisement, in the construction of buildings that
uglify the classical centre of the city (including the notorious Gazprom-Tower project - 403 m
high).
Keywords: the name of the city, mentality, basic Russian mentalities, architecture, style
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Dynamic evaluation of high- and low-creativity drawings by artist and
non-artist raters: Replication and methodological extension
Throughout the process of creation, artists monitor their progress in solving “ill-defined”
problems by applying various quality criteria. This process of dynamic evaluation can be
empirically studied by obtaining quality trajectories of emerging artworks. Three experiments
examined the differences in aesthetic judgment criteria and dynamic evaluation of high- versus
low-creativity drawings.
In Experiment 1, raters were 26 professional artists, who rated the quality of 236 in-progress
states of 20 artistic drawings (10 rated high- and 10 low-creativity as judged by another sample
of artists). Images were presented sequentially which was a methodological modification of the
previous dynamic evaluation study (Kozbelt & Serafin, 2009) where images were presented in a
random order. In Experiment 2, the stimuli and procedure were the same as in Experiment 1.
Raters in Experiment 2 and 3 were non-artist Brooklyn College undergraduates. In Experiment
3 the stimuli were 213 digital images chosen by another sample of non-artists.
The analyses evaluated of aesthetic judgment criteria in all three Experiments revealed that
artists and non-artists use different aesthetic judgment criteria; artists valued originality, while
non-artists valued realism. The crucial analysis using hierarchical linear modeling, looked at
quality ratings over time and examined differences in the regression functions between highversus low-creativity drawings. In Experiment 1, a median split divided the sample into two
groups (valuing abstraction versus realism). For both groups, there was a strong positive overall
effect of time on quality (all p < .001). When outcome (high- versus low-creativity) was added as
a drawing-level predictor, high-creativity sessions showed a less linear relation between time
and quality, than did low-creativity sessions. In the abstract valuing subgroup, the difference in
slope for the time term was marginally reliable, b = -0.166, t = -2.042, p = 0.056 and in the subgroup valuing realism it was reliable, b = -0.307, t = -3.963, p < .05. In Experiment 2, the slope
difference was also reliable, p < .05. However, the results in Experiment 3 were different –
namely, no reliable difference in slopes between the high- and low-rated groups. Thus, even
with a different method of image presentation (sequential, as opposed to random) the results
indicate that only artistsʼ choices point to meaningful aspects about the process of creation.

Keywords: visual art, creativity, evaluation, problem solving, feeling of warmth
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My interactive installations
My computer-based interactive installations explore the metaphor of our inner world interacting
with an external reality, and our need to make a confusing environment coherent. My goal as
an artist is to create an environment in which viewers find their own ways and their own truths.
In some installations this visual environment has been tangible and direct. In other installations,
I have used more ambiguous materials, such as fiber cords and aluminum bars. Often I have
incorporated some of my paintings. In the installations, viewers discover places where they can
begin to understand and appreciate. Each viewer helps to create an art work, as part of
experiencing the work.

In addition to the visual elements, each installation includes a number of sensors that provide
the input to a computer system. I have programmed the computer to respond to changes in the
sensors, by generating MIDI signals. The MIDI signals operate samplers and/or synthesizers to
create sounds heard by the viewers. The synthesizer sounds are simple sequences of notes
that provide some background. The sampler sounds are short voice segments about the topic
of the piece. For example in the installation entitled “What Was, Is”, which is about personal and
public history, the segments include the following: “War was declared today”, “George broke his
collarbone”, “What was, is”, “President Kennedy was assassinated”, and more. The order of
presentation is randomized so that each time a viewer triggers a sensor, a different sequence is
heard. By moving in front of the sensors, and then listening and seeing, the viewer creates a
unique art work and a unique art experience.

Keywords: interactive art, installation art
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Musiciansʼ family environment questionnaire as a method of
predicting achievements in music
The author of the presentation is both a psychologist and a musician. She is a lecturer at Music
Academy of Poznań, and she has worked in specialist music schools in Poznań as a teacher
and a psychologist for 25 years. Since April 2008 she has been leading a project which aims at
establishing a network of psychological counselling in all kinds of art schools (music, arts,
ballet) in Poland.
The family environment and its influence on manʼs development has now caught the interest of
more and more psychologist, educators, sociologist, and anthropologist. The importance of
family environment for musical development was emphasized by many psychologist, F. Galton
(1869,1874) for example. Currently,
M. Manturzewska (1969, 1974, 1990, 1994), L. Sosniak (1985), H. Gardner (1993),
J. W. Davidson, J. Sloboda et al. (1996) devoted their research to this predictor.
In my research (1995-2005) I am trying to define what dimensions of the family environment are
particularly essential in the educational process of musically gifted people. I conducted largescale research into the effect of the family environment on the quality and continuity of
professional music education. The main research tool used in the studies was the Musiciansʼ
Family Environment Questionnaire (MFEQ) developed by M. Manturzewska, M. SierszeńskaLeraczyk, and J. Sikorska-Grygiel. Apart from students of primary and secondary schools of
music and students of the Academy of Music, the sample (n = 474) included a group of Polish
participants in the Wieniawski International Violin Competition (n = 10).
A one of goals of the studies was to examine the practical value of the Musiciansʼ Family
Environment Questionnaire (MFEQ) in music education and in psychological counselling for
musically talented youth. The studies found statistically significant relationships between
individual Questionnaire dimensions and the variables associated with the hypotheses tested. It
turned out that each of the theoretically complex dimensions of the Questionnaire was linked to
at least one aspect of the relationships studied, which means that all the theoretically complex
dimensions of the MFEQ were found to be significant in practice.

Keywords: musical development, musical achievement, predictor, new method, family
environment
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Description of favourite colours in students of visual art
Research 1- 45 students of visual arts defined their favorite colours and created descriptions
by: 1/ giving the name, 2/ apropriate sound and 3/ naming the object which would represent
their colour. This way, preffered colours have been identified and linked with sounds, names
and objects. Each colour was described by sinesthetic means. The list of sounds, names and
objects has been used in second research.
Research 2- new group of students (20) got list of randomly ordered items from the first
research and list of 9 colours for each item. Their task was to link items with some colour
according to their intuitive decision.
Subjects: 65 students of Faculty of Fine Arts, University of Serbia and Faculty of Fine Arts,
University of Montenegro.
Goals: a) to get qualitative information about the creating of sinesthetic description of colours,
b) test the relations colour-sound, colour-name and colour-object involving judges from the
same population - Chi-square was used.
Results: Favorite colours are red and blue (expected) but also green, black and violet, which
are not favorite colours in general population (Luischer, Skorc, Valentine).
The creation of sinesthetic description was accepted by subjects as natural task, assuming
internal semantic space where particular informations integrate on general level (Osgood, C.).
Chi-square shows that 71% of names, 67% of sounds and 70% of objects are significantly
related to colours, showing that relations are partly objective. Some of relations show
congruence between the authors of descriptions and the judges but some show that judges
gave statisticaly significant but different estimations.
Conclusions: decriptions of colours using other media shows relative objectivness (about 70%
of items). Also, differences between judges and authors are visible, puting the authors in
position to initiate response but not always being in concordance with public (judges).

Keywords: color preference
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The roles of emotion and cognition in aesthetic judgments: Evidence
from neuroimaging
Are aesthetic preferences and judgments driven by emotion or by cognition? This question has
vexed experimental aesthetics for decades. As is well know, Colin Martindale came down on
the side of cognition and wrote several papers setting out a cognitive account of aesthetic
judgments. In the last ten years a new line of evidence has started to emerge: neuroimaging
data, elucidating the neural processes that correlate with aesthetic preferences and judgments.
I discuss how the results from these studies paint a more complex picture of the emotional and
cognitive underpinnings of aesthetic judgment and preference formation. For instance, while the
aesthetic values assigned to objects appear to be computed by the neural processes
associated with the reward system, these processes can in turn be modulated by neural
processes associated with cognitive representations of the objects, including memory or
executive processes. On the other hand, some evidence suggests that activity in the reward
system associated with generating aesthetic value can in turn modulate cognitive processing,
including high-level perception. I will present a neurobiological model of aesthetic valuation that
explains the interactions between emotion and cognition.

Keywords: brain, emotion, neuroscience
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Art as mirror: Reflections of self in childrenʼs discussions of art
People respond to art in a wide variety of fashions, ranging from historical and technical
considerations about how a work was created and what influenced the artist, to preferences for
works that best depict reality, to the use of art for personal understanding and growth. Several
researchers have proposed developmental stage theories (Parsons, 1987; Housen, 1992),
arguing for progressions in how people look at art. The stages in both models include behaviors
of children as well as adults.
In our previous work, we have examined the tendency for children to see art primarily as an
accurate reflection of the object depicted (Smith & Smith, 2008). In this study, we look at a
large corpus of data on childrenʼs oral responses to works of art to look for the beginnings of the
use of art as a vehicle for personal reflection, or, art as mirror. We use the National Education
Monitoring Project of New Zealand as a data source. This data set includes videotape archives
of over 2800 children at ages 8 and 12, responding in one-to-one interviews with trained
teacher administrators. In addition to looking at overall trends in comparison to Parsons model,
we look at age, gender, and ethnic differences.

Keywords: aesthetic perception, children and art, development
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Aesthetics and astronomy: Design issues affecting non-expert
perceptions of images from space
Astronomical images can be seen as objects of beauty, art, culture, and, of course, science.
Modern telescopes have enabled us to “see” what the human eye cannot and so we have
entered a new era of an accessible Universe. Every astronomical image released to educators
and the public has been processed, including color choices and field-of-view shown, to strike a
balance between the science being highlighted and an aesthetic appeal. The question arises as
to how the design of the art interacts with the science to aid understanding by non-experts.
This project explored how non-experts perceive astronomical images under different design
conditions. The main research question for this study was: How much do variations in
presentation of colour, explanation, and scale affect perception of deep space imagery by nonexperts as compared to experts in astronomy? Data included n = 8866 responses from a survey
on the NASA Astronomical Picture of the Day website and 4 focus groups held at the Harvard
Smithsonian Center for Astrophysics. Results indicated that variations in presentation of colour,
explanation, and scale affect aesthetic appeal and comprehension of deep space imagery for
non-experts.
We researched the literature regarding museum behaviour and learning, aesthetics, and expert/
novice differences. The literature has shown that how people interact with exhibitions in
museums and science centres requires a balance between the desire of the museum to
educate and the interest levels and background of the visitors (Smith, 2008; Smith & Smith,
2008). With regard to aesthetics, studies have explored how individuals visually process art
(Locher, Smith, & Smith, 2001), how the information accompanying art influences its perception
(Russell, 2003), and how experts differ from novices in the perception of art (Arcand, 2009;
Silvia, 2006). Expert/novice differences also have a long history in cognitive psychology (e.g.,
Chi, Feltovich, & Glaser, 1981; Cook, 2006), but not in relation to astronomical imagery.
In this presentation, we will demonstrate how the design of the astronomical images contributes
to non-expert perceptions of those images.

Keywords: aesthetic perception, astronomical imagery, expert/non-expert
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The role of "nostalgia" in the perception of artwork
Recent findings indicate that the effects of an artistʼs statement on hedonic ratings of artwork
appear to be related to certain salient features of the artist's statement -- perhaps related to
"nostalgia" or “sentimentality”-- and appear to be independent of the nature of the artwork (i.e.,
a particular artist's statement changed the hedonic ratings of multiple artworks; Specht, 2010).
The present study was designed to extend the findings of Specht (2010) in three ways. Firstly,
the nature of the artist statement was specifically manipulated in an attempt to identify salient
narrative informational features that might affect viewers' perception of artwork. That is,
compared to the previous findings which were from a study using actual artistʼs statements as
narrative stimuli, this study used a single fictitious artistʼs statement which afforded the
opportunity for manipulation of its content in an experimentally-controlled manner. Secondly, the
"artist's statement" was presented to participants as a videotaped "artist interview" rather than
in written form. Thirdly, in addition to the experimental manipulations, the "Nostalgia Proneness
Scale" developed by Holbrook (1993) was completed by each participant to explore whether
college students (i.e., a "same-age" cohort) vary along an identifiable continuum in terms of
being "prone" to nostalgia and whether “nostalgia proneness” might be related to ratings of
artwork.
Using a series of visual analog scales, participants rated an abstract (i.e., non-objective)
painting in terms of how “complex” it was; how “emotional” it was; how much they “understood”
and how much they “liked” it. These dependent variables were chosen on the basis of Silviaʼs
recent work investigating the role of emotional appraisal in hedonic ratings of artwork (e.g.,
Silvia 2006; 2005). Participants were shown the artwork with no narrative information provided,
or immediately following presentation of one of two short video clips (3 mins) of "the artist"
describing the piece of art. The content of the two versions of the video artist's statement were
identical with the exception that one included a 45-second segment during which the "artist"
used words rated as being highly "nostalgic" as determined by a pilot survey; while the other
video was produced so that these words were not included during the same 45-second
segment. Preliminary analyses indicate that presentation of either of the videos caused
participants to rate the painting as less “complex” relative to participants not shown a video. For
participants in the “nostalgic” video group there were significant correlations between ratings of
how “emotional” and “understandable” and how much they “liked” the painting. For participants
who had seen no video, there were significant correlations between “complex”, “emotional” and
how much participants “liked” the painting. There was also a significant negative correlation
between scores on the Nostalgia Proneness Survey and ratings of complexity for the painting.
These findings will be discussed in relation to Silviaʼs emotional appraisal model.
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From affect coordination to expressive symbolism in art perception:
Art expressiveness and mood-dependent processing styles
This study aimed at a twofold investigation: first, to explore the role of emotion perception in
obtaining and communicating the expressive and referential properties of non-representational,
highly expressive, but ambiguous, line-drawings created by artists so as to convey the
subjective embodied quality of 15 emotional states; and second, to explore the relation of
expressive perception to mood-dependent processing styles.
Ninety-six University students completed a self-report, mood measurement designed to explore
the spectatorʼs everyday, mood modulation strategies and mood management dimensions
implicated in aesthetic experience. Participants judged the drawings against semantic
differentials, performing afterwards a recognition task. Three focal research questions were set
forward: 1. how the embodied/experiential qualities of a percept may provide a basis for
emotional response to highly expressive but ambiguous stimuli. 2. Which affective/perceptual
dimensions could be implicated in the relevant emotion recognition task, with specific reference
to positive or negative depicted states? 3. Could mood management strategies implicated in
Aesthetic experience play a role in recognizing emotional qualities conveyed or evoked by art?
The Mood factorial pattern, revealed 5 factors pertaining to Absorption proneness, Cognitive
management, Compensatory approach management, Closeness avoidance and Mood
congruence. The 5-factor solution of experienced affect resembled to some extend the
circumplex model, suggesting additional psychological properties that may be fundamental to
emotion perception: expressivity, valence, embodied arousal, uncertainty/arousal and
dominance-potency. The recognition findings highlight the embodied and communicative power
of texture and rhythm and suggest their possible impact as a mood induction mechanism in art
perception which may also be related to style processing as implicit perception.
The accuracy recognition levels indicate an overall coordination of structures and components
between the perceptual experience and the categorical classification of the stimuli. However,
Multiple Regression Analyses revealed differential significant models for accuracy scores for the
Positive, Negative, and Negative self-conscious emotions, respectively; suggesting that
Closeness avoidance mediates the effect of embodied arousal on the Negative accuracy score;
whereas Closeness avoidance mediates the effect of valence on the Negative/self-conscious
score. The findings stressing the underlying function of expressive/physiognomic perception
and embodied cognition in expressive symbolism are discussed regarding mood-dependent
processing styles and the assimilation-accommodation approach.

142

KEN STANGE
Nipissing University, North Bay, Ontario, Canada

The secret agents of art and science
Creativity in the arts and in the sciences, the similarities and the differences, is the subject of
my recently completed book entitled The Secret Agents: Creativity In The Arts and Sciences. It
has as its premise that science and art are ʻsecret agentsʼ passing intelligence between the two
sides in the Cold War of “The Two Cultures” originally described by C.P. Snow half a century
ago.
Years of interacting with students in a course on the Psychology of Art (where the arts are
studied from a scientific perspective) gave the impression that this collaboration still remained a
ʻsecretʼ to them; i.e., that there still is a perceived schism, despite the actual increased
interaction of the arts and the sciences. To determine the extent of this assumed misperception
153 first-year Introductory Psychology students were given a Likert scale questionnaire to
determine their attitudes toward the sciences and the arts, including evaluating their relative
importance, the degree of creativity involved in each, and the nature and extent of relationship
between these two endeavours.
Analysis of the results suggest that, among these young university students, scientists are
definitely perceived as less creative. Also, while both art and science are considered important,
science is viewed as more important than art, while art is seen as more interesting. However,
the somewhat surprisingly result of this survey was that there is considerable appreciation of
the importance each endeavour has to the other. Most practicing artists and scientists are
aware that they share the same goal of apprehending reality, albeit by different means. The
artist is enabled by science and the resultant technology offering up new creative tools and new
ideas for speculative exploration. Scientists draw inspiration from the artistʼs imagination, with
just one example being science fiction writers hired as consultants in ʻthink tanksʼ evaluating
future developments in an increasingly technological world.
However, it was surprising to find that this sample of the current generation of young people
also seem to appreciate the extent of interaction between the arts and sciences, even though
they still perceive doing science as less creative than doing art.

Keywords: art, science, technology, “two cultures”, creativity
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Aesthetic principles of design in the architecture of Frank Lloyd
Wright
In Gilbert and Sullivanʼs comic operetta Patience, Bunthorne and Grosvenor vie from differing
aesthetic viewpoints for the favor of adoring maidens. Frank Lloyd Wright, similarly, in his effort
to create a Democratic American Architecture, accepted the aesthetics of the Victorian era
architectural establishment, then created his own which, over the years, experientially
developed from that standard.
From his earliest work to 1901, following initially the lead of J. Lyman Silsbee and Cecil Corwin,
Wright experimented with eclectic constructions with no aesthetic purpose beyond the pursuit of
beauty. His first attempts to break from this dead end led to residences that Wright called
“Prairie” after the essentially open and flat land of his Illinois homestead in and around Oak
Park and Chicago.
It was in his Prairie designs that Wright first achieved his idea of an American idiom by the use
of abstract geometric forms in his plans, such as the square which, to him, represented integrity.
The cruciform Ward Willits residence was an abstraction of Notre Dame de Paris, an American
domestic cathedral. Yet, while American, this was not “Democratic.” Wright had discovered an
aesthetic principle, but not yet a complete one.
In 1910 Wright prepared his epitaph to the Prairie aesthetic, the elephant-format Wasmuth
Portfolio, then moved on to capture the missing Democratic element. Returning to America from
a sojourn in Italy, Wright created the American System-Built Homes in Milwaukee. Though
Democratic, it was not essentially American.
Wright integrated the Democratic and the American in his architecture only when he abstracted
elements directly from the site. He continued to develop his aesthetic, constantly experimenting
with new geometric forms. The first such homes were the California block houses which, though
built on hillsides, when rendered into flat surfaces reveal the layout of what Wright would
eventually designate as “Usonian.”
Examples of each abstraction method employed by Wright for achieving aesthetically beautiful
yet functional designs will be demonstrated by apposite examples of built works and important
un-built designs including works by those who learned from him in his Oak Park, Chicago and
Spring Green studios and the Taliesin Fellowship.
Keywords: Oak Park, Chicago, prairie, Usonian, democratic, American, Taliesin, Wright,
Silsbee, Corwin
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SortIT. Aesthetical Categories from the Recipientsʼ Point of View
This presentation will focus on a strategy of data acquisition, so called sorting studies, which
reduce research expenditure in comparison to surveys. The aim of such sorting studies is to
define, to differentiate and to describe categories or groups. First sort studies were conducted
already in the 1940th by Dubois. He was interested to create a method, which enables
researchers to gather ratings of many different objects without the necessity to repeatedly ask
the same questions. The solution was to conduct sorting studies, which Dubois (1944)
characterizes as „questionless questions and silent answers (p. 620)”. This strategy of data
acquisition was taken up later in order to arrange pictures, words, products, brands among
other things on an empirical basis into groups. During sorting the participants of the studies run
through a categorization process. Thus, the results of such studies also allow for conclusions
about cognitive concepts (Espe, 1986). Today this method is used particularly in psychology,
linguistics and usability and market research.
A differentiation between closed and open sorting procedures is worthwhile (Rugg and Mc
George, 2005; Fincher and Tenenberg, 2005). Within closed sorting procedures the categories
and/or the sorting criterion are set by the researcher a priori. Within the open variant the
participants of the study first sort according to their own, implicit criteria and than they signify
their categories. Thus, the process of sorting or categorization heavily depends on the
instruction given to the participants of the study. An appropriate instruction (in relation to the
research question) substantially affects the validity of the results.
My first goal is the systematic combination of sorting studies as a strategy for data acquisition
with hierarchical cluster analysis and multi-dimensional scaling as strategies of data analysis
(Suckfüll, 1994). Data gathered in sorting studies are often analyzed by applying cluster
analysis. Multi-dimensional scaling is mainly used to analyse data from (many) rating scales or
(many) comparisons of two objects. The suggested combination of data acquisition and data
analyses permits the collection of values for (dis-)similarity by using the economical sorting
technique and additionally allows for positioning clusters in a multi-dimensional space.
My second goal is to set the stage for conducting sorting studies online and thus to further limit
research expenditure. Sorting online has several advantages compared to the traditional paperand-pencil procedures: It is not only less time consuming and costly but also flexible for the
participants according to date and place of doing the sorting. The substantial advantage is
multi-modality. In our research department we have developed the tool SortIt: Text and pictures
as well as audio and video files can be implemented.
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I will demonstrate the research strategy by referring to a pilot study in which film posters were
sorted: The participants were instructed to sort according to similarities into as many groups as
desired and afterwards to indicate their sorting criteria. 30 film posters were randomly selected.
The sample of the participants consisted of 80 students. Apart from the determined categories
of the film posters I will discuss in particular the methodologically relevant results of the study:
Number and size of the categories, operating time of the sorting, the range of sorting criteria,
and the problems registered during the sorting. Finally I will demonstrate the main steps of the
data analyses by means of hierarchical cluster analysis and multi-dimensional scaling.
In principle everything can be sorted, grouped and positioned in an at least two-dimensional
space. (Online-)Sorting studies require only small expenditure by participants and researchers
and thereby they uncover implicit knowledge. In a playful manner the aesthetical categories of
the recipients (of pictures or TVads) or consumers (of products) or many other objects are
determined. These categories often substantially differ from the categories of the producers.

Keywords: sorting studies, hierarchical cluster analysis, multi-dimensional scaling, film posters
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The Study of the length and widthʻs proportion of the Chinese
characters
The current study is a part of our continuous research on incorporating hand-writing elements
into the development of new Chinese topography. Our previous work includes the structural
analysis and classification of Chinese characters (Yeh, Li & Chen, 1997), deriving the
prototypical exemplar of hand-written characters (Chen & Chen, 2004), and the extraction of the
skeleton of averaged hand-written characters (Chen & Chen, 2005). These studies focused on
the structure and the global form of isolated hand-written characters. Unlike printed texts,
however, in real writing the aspect ratio and the relative size of characters varies with context.
To give the design of typography a touch of hand-writing flavor, such dynamics must be
captured.
The purpose of this study is to find out the aspect ratios and relative sizes of Chinese
characters in natural hand-writings. We would also like to evaluate the discrepancy between
hand-writings and contemporary Chinese computer fonts. When doing Chinese font design, one
of the most difficult issues is the sheer number of frequently used characters. To reduce the
amount of work, we modified our previous classification system (Yeh, Li & Chen, 1997), and
sort all possible characters into 10 different structural types. A special text comprising
characters from all types and of wide rage of stroke-counts was created as the standard
copying material. Volunteers of various age or generations were asked to copy the standard
text by hand. The hand-written copies were then digitized and subjected to topological analysis.
The results show that: (1) Aspect ratios of hand-written characters are structural-typedependent. (2) Stroke-counts have some modulating effect on the relative size and aspect ratio
of characters within the same category. In general, the characteristics of a given category would
be exaggerated as the stroke-count increases. (3) The average aspect ratio of all characters is
9:11, which is not the same as the constant proportion of 1:1 used in contemporary Chinese
computer fonts. The implications of our results to the design of typography will be discussed in
the presentation.

Keywords: Chinese characters, length and widthʼs proportion, prototype, handwriting
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The impression of interior designs of railway vehicles.
It is widely accepted that the impression of railway vehicles is affected by various factors, e.g.
their appearance, sound, vibration and so on. In the present study, we focused on the interior
designs of railway vehicles and investigated how people feel about the designs. We carried out
a perceptual experiment using the semantic differential method.
Eleven interior photographs were prepared as stimuli. Thirty-six participants evaluated their
impressions of each photograph on a number of bipolar adjective scales, e.g., bright-dark,
powerful-powerless, sharp-dull, and so on. Each scale was constructed of seven steps, e.g.,
very bright, fairly bright, slightly bright, equally bright and dark, slightly dark, fairly dark, very
dark. The evaluated scores were analyzed by principal component analysis.
The results showed that the impression of the interior designs was illustrated by a threedimensional space, spanned by three factors; Stylishness, Pleasantness and Potency. The
three-dimensional solution accounted for 83% of the data variance. Each stimulus was plotted
in the three-dimensional space. The configuration of the stimuli suggested that vehicles with
cool colored seats, floorboards and sideboards were perceived as more stylish. The lighter
colored vehicles were perceived as more pleasant.
This means that the two factors of Stylishness and Pleasantness are deeply related to color. On
the other hand, the Potency factor related to the size of the arms and seats and the number of
handrails more strongly than the color. We then performed multiple-regression analyses with
the three-factor scores as independent variables, and each of the degrees of “preferable” and
“want to get on it” as a dependent variable. The results showed that people prefer and want to
get on a vehicle with high degrees of Stylishness and Pleasantness.

Keywords: impression, railway vehicle, interior design, SD method, principal component
analysis
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High-fashion design: the case of Roberto Capucci
Contest - Fashion design must take into consideration planning models that are similar to highfashion sketches, but whose function is different. Even great stylistsʼ sketches have to display
ideas and differ from what is shown exclusively to the public. As Vitruvio said, a drawing can
reveal a hidden project or it can be a project itself: for example, a sketch isnʼt about a work of
art, but it is a work of art itself.
Research – Roberto Capucciʼs production was displayed in twelve sketches of high-fashion
dresses and twelve photos of these same dresses. Hypotheses were made about attitudes
towards sketches and towards photos; these attitudes were gathered analyzing the evaluations
that a group of expert/not-expert male and female subjects gave to this material. With reference
in previous researches, we assume modernity, elegance and comfort as three important
dimensions. High-fashion should avoid time effects and it should be never perceived as Out-offashion. Therefore, evaluations about sketches and about made-dresses shouldnʼt differ. The
semantic differential technique was used and frequency, factorial and cluster analyses were
applied to resulting matrices.
Conclusions – Factorial analysis results show that made dresses and sketches are both
elegant, aggressive, prestigious and nonconforming; cluster analysis reveals that high-fashion
sketches and models are very similar and they belong to the same cluster. An interesting
element is that major attitude differences are between experts and not-experts and not between
males and females.

Keywords: High-fashion design, Roberto Capucci, high-fashion dresses
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Image quality and the aesthetic judgement of photographs
Although photographs dominate our visual lives, little is known about the influence of image
quality on how photographs are perceived and experienced aesthetically. We report on
research that systematically examined the individual and combined influence of various
elements of image quality on the aesthetic judgment of photographs. We showed that some
degradations or their combinations were more influential than others; that the effects depended
on the image class to which an image belonged; and that the more degradations to which an
image was subjected, the less it was liked, which is evidence that the effects of degradations
are additive. Finally, we found evidence of a contrast effect in which the aesthetic judgments of
high quality images were more positive as the images they were presented with were more
degraded. These results are discussed in the context of current issues in general perception,
empirical aesthetics, and photographic theory.

Keywords: aesthetics, image quality, image manipulation, contrast, sharpness, grain,
photography
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The phenomenology of aesthetics and design: Architecture under the
Epoche
If we focus on the areas of intersection between the fields of Aesthetics and Design, we cannot
help but notice another field, namely ethics, implicit in this intersection. Architecture, in
particular, presents its viewers with certain questions—beyond how we could design structures
—about we should design structures. And whether we should advocate designs centered on
form or designs centered on function (or something in between) depends on certain pragmatic
constraints (i.e. budgets, zoning, utility, desire etc.) but also, in a larger sense, very much on
how people experience that design.
My argument in this paper is that a deep understanding of how both viewers and users
experience architecture is fundamental to an ethical method of designing. I argue in favor of
Edmund Husserl's advocacy of the epoche as a method, both of understanding how others
experience their experiences of architecture and how designers might go about their work in an
ethically justifiable way, while still concerning themselves with aesthetic and functional appeal.
Husserl's method is important if we are to answer this question of how we should design.
Perhaps at no other time are we so self-consciously or deliberately engaged in the act of
experiencing as when we have an aesthetic experience. At no other time do we so specifically
intend to be conscious of something, rather than simply conscious, and so it makes sense to
eliminate, to bracket, all but the pure phenomena of the object under consideration.
This paper develops the importance of the epoche in understanding what it means to
experience architecture, using specific examples of architectural design to make the point. My
conclusion is that a deeper understanding of this experience of architecture—both its aesthetic
function and its functional utility—will likely help designers answer our question: how should we
design?

Keywords: phenomenology, aesthetics, Husserl, epoche, architecture, design
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Art-therapeutic projects as an example of prevention
At the heart of preventive Art Therapy is the artistic form of self-knowledge and self-awareness.
Alongside the detailed examination and assignment of picture elements and graphic space to
psychic processes within the scope of advanced (and deepened) therapeutic work, the project
work acts as a low-threshold offer to raise self-awareness with the help of artistic processes.
One project's aim was for example to create an image of each student that – after an unpopular
relocation of the school, a situation of crisis – welcomed them in the new rooms and offered
familiarity together with their pals and teachers. The youths should deal with their arrival in the
building (and also, at least in parts, with themselves).
The core question of the work was: 'How would I like to face myself in the building?' An
additional aim was the artistic decoration of the unfamiliar interim building in need of renovation
in order to make it more inviting. Another project has been made with the successive school, in
this case with regard to architectural elements of the old school and the question: What do I
(want to) take with me?
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Design research as an artistic way of knowledge production
Design and art research has been developing at a rapid pace over the last ten years, which one
can trace through the formation of new disciplinary Institutes especially in Scandinavia,
Switzerland, Austria and the UK.
With all the institutional development, however, there are fundamental questions that remain
unanswered or ambiguous at best, namely: What exactly is artistic/design research and how
can it produce new forms of knowledge?
The presentation will debate these questions and focus on the second. Methods of visual and
sonic research will be contrasted to statistical methods of social science to grasp what sorts of
epistemological surplus values are being produced. This comparison will be carried out using
the example of the Swiss National Research project “eMotion: mapping museum experience”.
eMotion analyses the experience of the museum-goer experimentally. The core of our interest is
the museum architecture, the art objects, curatorial installation and how they produce affect on
the behaviour of the visitors. (see www.mapping-museum-experience.com).
Gaining access to the complex realm of visitor reception in the museum required both
innovative developments in research methods and technical apparatuses. Architectural, visual
and audio processes of data collection / presentation were developed in parallel with field
research methods in psychology and sociology, in a wholly complementary fashion. Methods of
visitor tracking, biometric measurements, empirical social science, data-sonification, and the
staging of the experiment itself manifest in a museum intervention and installation. eMotion mapping museum experience is both an interactive media art project at the Kunstmuseum
St.Gallen as well as a transdisciplinary project in the hybrid field of artistic research at the
Institute of Art and Design Research, Basel.
Methodologically, the project sets in motion a transdisciplinary platform integrating both
scientific and artistic modes of ʻknowingʼ. Within the museum itself, the results of the visitors
experience were displayed in an installation both sonically (sound artist S. Ramakrishnan) and
visually (by media artist Steven Greenwood).
From the perspective of design and art research, the interesting elements of eMotion are above
all the processes that produce images or sound and the extent to which they are
comprehensible. With this transdisciplinary approach to research, the point is not primarily to
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creat a work of art, but rather, to apply artistic/design methods for research and representation
in the field of museum research and the methods and conditions of exhibiting and presenting.
With eMotionʼs innovative setting, the goal is to open perspectives that remain hidden to
empirically-based, social science instruments. With its images and sounds, the research
procedures developed here produce new possibilities not only to represent scientific results, but
further, to take part in the methods of collecting data. Within the cross-pollination of the
disciplines that we have configured, previously ʻinvisibleʼ phenomena are rendered palpable
and empirically observable, both to the scientific team as well as the museum visitors
themselves.
The critical discussion will examine how such artistic/design oriented methods of working have
expanded the field of observation and thus knowledge making, creating gateways of epistemic
access across fields, including those based in empiricism.
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An intercultural trilingual semantic differential (SD) scale for empirical
research in aesthetic appreciation of buildings
The aesthetic appreciation of buildings has been recognised as critical guiding attribute both in
terms of the long-term aspect of sustainability and as the basic reasoning for the continuous
usage and management of the existing built environment. An aesthetic judgement, in Kantʼs
perspective, is a basic dichotomy between two opposed sets of fundamental features,
subjectivity and universality (Kant, 1928). According to Kant, judgements of taste are similar to
empirical judgements that they have universal validity; but in paradox, they are also made on
the basis of an inner subjective response or experience.
Generally, the concept of aesthetic appreciation is concerned with the question of whether the
qualities that give rise to an aesthetic perception are intrinsically within the object that they
appear to qualify, or whether they exist only in the mind of the perceiver. Questions arise as to
whether objects are understood through a particular mode of perception, the “aesthetic mode”,
or whether the objects have in themselves special qualities, the “aesthetic qualities”, that are
interpreted by the individual who experiences them, i.e. the perceiver? Subsequently, are these
qualities universal and are they understood and appreciated through a universal mode of
perception?
The study presents in this paper proposes a methodological framework to address crosscultural aesthetic perceptions in three different countries (England, Japan and Taiwan) and in
each countryʼs native languages to examine both the universal and cultural-specific aspects of
aesthetic judgements. Respondentsʼ aesthetic responses of buildings in the built environment
were investigated through the language used in expressing feelings, describing perceptions and
judging appreciations. An intercultural comparable but language independent semantic
differential scale was developed through qualitative survey and content analysis to avoid direct
language translation bias. The developed trilingual SD scale allows aesthetic responses to be
collected in multi-cultural contexts and across different languages. The obtained data could be
transferred into numerical data to be analyzed using quantitative analysis methods to formulate
findings which would contribute to the understanding and assessment of the aesthetic
appreciation of the building environment.

Keywords: aesthetic appreciation, building environment, cross-language, universal,
intercultural, semantic differential (SD) scale.
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Patterns of change of painting styles in artists with dementia
A substantial body of literature supports the idea that systematic changes in painting styles can
occur in artistsʼ work following the onset of dementia. However, only few studies have
attempted to quantify these changes. In this study, thirty artistically naïve participants rated
paintings made by four artists with dementia. The paintings were produced by two artists with
Alzheimerʼs disease (AD) and two artists with frontotemporal dementia (FTD). Paintings were
selected from different points in time across the progression of these patientsʼ disease.
The participants were blind to the time-points in disease progression that the paintings were
made. Participants rated the paintings on 6 formal characteristics (depth, color temperature,
color saturation, balance, stroke, and simplicity) and 6 conceptual characteristics (depictive
accuracy, abstractness, emotion, symbolism, realism, and animacy). We used the Assessment
of Art Attributes (AAA) to first identify and eliminate individual raters that were insensitive to any
specific attribute as determined by scoring more two standard deviations from the group mean
for that attribute. Then, we determined if there were linear trends in changes over time in artistsʼ
post-morbid oeuvre for these attributes using Spearman correlations for each.
For both AD patients, the paintings changed towards greater abstraction, use of symbolism, and
declined in realism. The paintings were also flatter and more distorted (p<0.05). In contrast to
the AD patients, we did not find systematic changes in attributes of paintings produced by the
two FTD patients.
These results suggest that artistic changes brought about by degenerative neurological disease
can vary by diagnosis. The artistic changes produced by AD appear to evolve stereotypically as
the disease progresses. By contrast changes in FTD paintings did not show linear or consistent
trends over time. This lack of consistency may be the result of the more varied distribution of
neuropathology in these patients and relative preservation of visual association cortices in
these patients.

Keywords: aesthetics, Alzheimerʼs disease, frontotemporal dementia, neuroaesthetics,
dementia, neuropsychology
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Human brain sensitivity to architectural ranking:
The contribution of the hippocampus
According to the rules of the architectural “decorum”, Western architecture has always
distinguished between two categories of buildings, characterized by architectural ornaments as
being more important or high-ranking (“sublime”) and buildings designed to be comparably less
important or low-ranking (Mühlmann, 1996). High-ranking buildings are supposed to be more
prominent and, therefore, more memorable. Recent evidence has shown that brain electrical
responses (ERPs) differentiate between high- and low-ranking buildings, thus suggesting that
the human brain is sensitive to this distinction and that neurophysiological correlates of building
perception reflect aspects of the classical decorum system at least in subjects born and raised
in Western cultures.
In the present study we aimed to investigate whether the hippocampus, which is involved in
visual object categorization and memory, contributes to the processing of architectural ranking
and whether this process is impaired in patients suffering from medial temporal lobe epilepsy
(TLE) with hippocampal sclerosis (HS).
To this aim we recorded scalp ERPs in healthy subjects and TLE patients with (HS+) and
without hippocampal sclerosis (HS-) in a visual object categorization task using pictures of highand low-ranking buildings and everyday life objects.
We found that ERP responses between 200 and 400 ms (N350) were significantly more positive
in amplitude to high- than to low-ranking buildings in both healthy subjects and patients with
TLE (HS+ and HS-). By contrast, late positive potentials between 400 and 600 ms (P600) were
higher in amplitude to high-ranking buildings only in healthy subjects and TLE patients without
but not in TLE patients with HS.
Our findings confirm that the human brain differentiates between high- and low ranking
architectural stimuli that are ranked according to the rhetorical theory of decorum with a dual
time pattern of response (N350 and P600). They show for the first time that the hippocampus
indeed contributes critically to architectural ranking inference and that this process is
compromised in medial temporal lobe epilepsy with HS.
Keywords: architecture, event-related potentials, visual processing, decorum, hippocampus
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The cognitive disinhibition scale: the development and validation of a
new measure of potential creativity
Among Colin Martindaleʻs most significant contributions to the study of creativity was
reformulating the role of attention in creative cognition. Whereas earlier researchers had tended
to associate creativity with defocused attention, his careful study of the behaviour of eminent
people led him to propose that creativity is rather associated with variable attention. He further
hypothesized that inhibition may be the key underlying mechanism involved in the regulation of
the focus of attention.
A considerable number of experimental studies have provided support for the hypothesis that in
creative subjects the focus of attention is indeed variable, and adjusted flexibly as a function of
task demands. In turn, this leads to better problem-solving performance. I will review this
literature, and use recent imaging and neuropsychological evidence to point to the role of the
right ventral lateral prefrontal cortex as a possible neural system underlying inhibition and the
flexible regulation of attention. This review will integrate Dr. Martindaleʻs early EEG work on the
neural bases of creativity with more recent work based on fMRI.

Keywords: attention, creativity, prefrontal cortex
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Tastes and pratices of adolescents regarding music: The role of
groups of friends at the middle school
Music is one of the principal mechanisms through which adolescents construct their identity by
developing musical tastes and practices that differ from those of their parents (October 2004).
If listening to music is ultimately a solitary activity, it is an activity that has value only when it is
exchanged with peers. Numerous studies show that peers have, during the adolescent years, a
strong influence on individual behavior, by exerting approval and disapproval.
Within a class students constitute informal groups of friends, based on personal affinities.
These « cliques » are constructed on the basis of common individual characteristics, and they
exert an influence on the direction taken by individuals as they develop. It seems that music
plays an important role in the construction of interaction between peers (Christenson & Roberts,
1998).
In this study we will demonstrate the influence of these « cliques » on musical tastes and
practices.

Methodology
Identification of groups of friends was accomplished by the Social Cognitive Map (Cairns,
1983). Each adolescent was invited to describe the groups of friends that existed within their
class - the adolescents that they judge spend significant time together. On the basis of these
designations, we retained those that were noted by the majority. Groups were identified on the
basis on concurrent and significant citations.
We also distributed a questionnaire concerning the attitudes, representations, tastes, and
practices concerning music. Musical practices of the class and the family were also identified.
The sample included 303 middle school students from six different Parisian schools with
different sociocultural characteristics.
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The data are currently under analysis and the principal results will be presented at the
conference. We will, in a first instance, document musical tastes and the rapport with music of
the adolescents in the sample. The analysis of the role of « cliques » will be accomplished
through several group configurations. In fact, we can ask what can take place when, within a
group, there are one or several friends who appreciate or dislike a certain musical genre, when
yourself appreciate or dislike it. We also will take into account musical practices of the class
and of families, but also of the type of school, recognizing that the types of peer interaction tend
to vary according to the type of school and the sociocultural characteristics of its students.

Keywords: musical tastes, musical practices, groups of friends, adolescence
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Communicative architecture of Shakespeareʻs and Stoppardʻs
dramatic texts through the lens of the networks theory
The main idea of our research was to show how the formal characteristics of the artificial
networks correspond to the specific aspects of its communicative architecture. We made for this
aim the comparative analysis of two dramas, written by different time periods, but based on one
theme – this is ʻHamletʼ by Shakespeare and ʻRosenkrantz and Hildenstern are deadʼ by
Stoppard. On the examples of those peculiar and original micromodels of social structures it is
possible to make some preliminary conclusions about the formal principles that differentiate the
functioning of the so-called classical and non-classical texts. The analysis was done according
to three fundamental formal structural parameters of any network: connectivity (C), distance (D)
and clustering coefficient (T).
The connectivity between Stoppardʼs characters is twice as high as in Shakespeareʼs play (0,22
ans 0,11 respectively). It means that the “small world” effect in his play is considerably stronger.
The connectivity of characters influences greatly onto the velocity and the quality of the
information transmission. On the other hand, for any individual weak ties happen to be an
important source of the possible mobility. So, the characters of Stoppardʼs play are extensively
more communicative, but more separated intrinsically. Of course, the higher connectivity
parameter in Stoppardʼs play is achieved by means of the minor quantity of the characters
(Stoppard – 15, Shakespeare – 35), but this connection altogether becomes nonlinear.
The distance in Stoppardʼs play is higher, than in Shakespeareʼs one (1,89 and 1,71
respectively). The higher index of the distance witnesses the separation of the characters in the
play. Therefore, while in classical drama the number of characters is two times more, they are
closely to each other by network parameters. In Stoppardʼs play the social distance becomes
longer, the connections are weak, the transmission of informational and emotional resources is
slowed down. Artificial network of Stoppardʼs play is less similar to the natural networks.
The clustering coefficient T is 0,49 in Stoppardʼs play and 0,38 in Shakespeareʼs play. Thus,
while having fewer characters, the network is more actively separated onto clusters or small
groups, which lead to the increase of the enthropy of the system correspondingly to high indices
of its communicative interaction. So, the more separated are the characters from each other,
the ʻsmallerʼ becomes their world and the less unique has become the network itself which
seems to be less vigorous.
Keywords: drama, network, communicative architecture, connectivity, distance, clustering
coefficient.
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Taking pleasure in disgust? The effect of cognitive schemata on the
affective experience of images
The seeming paradox of taking pleasure in negative emotions such as fear or disgust has been
the subject of debates in the field of aesthetics since Aristotle. The pleasure of looking at the
pictorial rendering of disgusting objects is one example we investigated more closely. In our
study students had to rate photographs regarding their beauty as photographs, the
disgustingness of objects shown in the picture, and the likelihood of these images being art
photography/ works of art, as opposed to mere visual documentation of abject matter.
Through statistically controlling the correlation with the beauty rating, we found a weak but
significant positive partial correlation between disgustingness and the art photography rating. In
the next step, we examined how categorizing the photographs as art has a positive effect on
the affective experience and the appreciation of beauty.

Keywords: art, beauty, disgust
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Aesthetics and Design?!
The titleʻs interrobang emphasizes the difficult, imbalanced relationship between theorists in the
field of aesthetics and the representatives of their field of emphasis - practitioners in the various
areas of design and the arts. This introductory talk to the theme of the conference begins by
pointing to the difficulties in trying to demarcate the boundaries of the two areas: the theoristsʻ
longing for acceptance by designers and artists and the unwillingness of the latter to accept
scientific council from outsiders of the field. It is argued that this schism only developed during
the 19th century due to the shift towards more subject based theories of aesthetics, whereas
earlier periods of art such as the Renaissance were characterized by a more harmonious
symbiosis between theories and the design practices. The author explores some of the reasons
for this dysfunctional relationship of perpetual love and rejection between the two areas and
proposes a number of strategies for a constructive dialogue between the fields.
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Encountering death: The notion of abstraction in contemporary
design
Death appears in contemporary culture both as chronic and existential measure of human
nature. As chronic event, it bears the notion of durability and temporariness, a time lag that no
mortal can prevent. Viewed as an existential barrier, it forms the ultimate limit of human activity.
Death is infinite, absent and present, verging on physical and metaphysical, known and
unknown, counter and confrontation. Every notional projection of death has always been
transcendent for people, enabling them to invent terms less descriptive of the event.
Burial places are dedicated to those who do not live among us. A grave or tomb is the ultimate
dwelling and mirror of our existential reliance. Cemeteries become landscapes of memory and
transition. Therefore they become the ultimate schematization of inexistence. This paper deals
with aesthetics of contemporary cemeteries as silent places addressing to those that passed.
Through the typological evolution of cemetery design, from ʻtender graveyardsʼ to ʻremote
necropolisesʼ and ʻcrisp forest burial groundsʼ a constantly increasing level of abstraction can be
observed. This abstraction occurs both in funerary configurations and landscape design. Almost
secluded from historic architectural tendencies through the years, cemetery design appears to
form a parallel narrative.
The aesthetics of abstract forms in site-specific contemporary European cemeteries appear as
an emerging tendency. Far from religious aspects and theological aspirations, burial grounds of
today are struggling to form the unformed through a highly conceptual vocabulary.

Keywords: death, landscape, abstraction, cemetery aesthetics
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Cognitive concept learning and complex transfer based on TVS model
Cognitive concept learning, whose effect transfer is the necessary condition to form advanced
aesthetic ability, is a premier cognitive style with aesthetic experience. Two different aesthetic
concepts ---"Gentle" and "magnificent" are used as the empirical material.
The subjects include 96 pupils of Grade 4 in an elementary school(the ratio of test and control
group is half and half) and 30 graduate students and university teachers(test group). Both
groups learned “gentle” concept guiding by Teaching of Viewpoint-Structure Model (TVS). The
elementary school group is tested repeatedly and university group is tested with additional”
magnificent” concept which they never learn before.
The result shows: (1) The level of aesthetic concept understanding, illustration exemplification,
aesthetic feeling of both subjects are significantly improved. (2) Four regression equations show
that as far as the university group was concerned, learning “gentle” concept has significant
definition transfer, exemplifying example transfer, exemplifying words transfer, thesaurus
transfer, experience transfer and even preference transfer effect on "magnificent" concept. (3)
According to the results, a model of “aesthetic complex transfer” including parallel transfer,
longitudinal transfer, cross transfer, circuit transfer and oscillating transfer is built. (4) The theory
of "Aesthetic complex transfer" is proposed which provides a new explanation for the osmosis
function of aesthetic. (5) This research investigates the significant efficiency of the TVS
teaching or learning guide model on the teaching and study of aesthetic concept and it can thus
be served as a reference for normal concept learning and teaching.

Keywords: teaching of viewpoint-structure model (TVS), cognitive concept, effect transfer,
complex transfer model
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Aesthetic perception and psychosomatics may have connection
Our research is devoted to the analysis of possibility of using psychosomatic models in a study
the factors influencing the aesthetic estimation of the visual information. The research program
included a presentation of the images of 10 objects to the examinee, among which some were
painted according to the gold proportion technique used by G. Th. Fechner (GR images).
All pictures were preliminary tested on the aesthetic perception within the control group (N =
57). Results in the control group coincided with the classical results obtained by Feсhner, but
appeared to be a little higher (38 % instead of 35%). During the research, 66 humanitarian
students at mean age 22.1 were also tested on situational uneasiness by the scale of
Spilberger and on definition the blood pressure using ZhGS formulas. Authors of ZhGS
formulas used golden ratio as the basis parameter. The indicator of Spilberger test showed 25
points what did not show high uneasiness. Nonlinear relation between perception of images
and parameters of blood pressure were founded in the target group.
The most positive evaluation of GR images was found among people with optimum parameters
of blood pressure under ZhGS formulas. In other cases perception of GR objects as beauty was
lower. We used elements of Freudian theory, which emphasizes the influence of unconscious
on conscious, to discuss the data. The unconscious directly connected with vegetative function
of the person and obtained information taking part in forming of its characteristics. This way
unconsciousness could influence conscious perception parameters of objectsʼ beauty.
Consequently, it is possible to show that classical psychoanalytical theory can be compared to
the modern representations about fractal organization of central neural system and mental
activity. Empirical parameters of visual objectsʼ beauty can be likened to optimal functional and
structural vegetative parameters in humanʼs brain.

Keywords: aesthetics, psychosomatics, golden ratio, Freudian theory, blood pressure
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In concert: Günter Baby Sommer and Katarina Hilpert
KATHARINA HILPERT – FL, FLAUTOPHON, SCHAWM
GÜNTER BABY SOMMER – PERCUSSION

The music of this duo is – at its core – improvised, yet based on composed frames. The
musicians are very much at home with musical techniques of contemporary, ethnic music and
jazz. Driving rhythms on a wooden slit drum, on timpani and self-made tom-toms produce –
together with shawm and various flutes – archaic sound spaces. New instruments like the
flautophon create – in a dialogue with cymbals, hang and other percussion instruments –
sounds and timbres of lyrical and expressive effect.
This duoʼs music comes into being in what one could term a sound workshop: at any given time
new pieces (instruments) and material (musical components) are put together and melt into
new results.
Günter Baby Sommer, born 1943, is one of Europeʼs leading drummers and percussionists. His
concept of playing includes solo and band work as well as the collaboration with dancers and
writers (most notably his work with Nobel laureate Günter Grass and Christa Wolf). He also
composed music for film and the stage.
Katharina Hilpert, born 1962, started working in the realm of musical theatre projects, which
took her to France and Spain during the early 1980s. She studied flute at the Granada
Conservatory and has been working in various musical projects since, including the
collaboration with artist from the fields of fine and interpretative arts.
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