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extent, on the structure of the whole, and the whole is influenced by 
the nature of its parts. Arnheim thinks that no portion of a work of 
art is ever quite self-sufficient.90 Picasso, after experimenting with 
sketches of rather complex hands and figures for his mural Guernica, 
made them much simpler in the final work. Every painting, sculpture 
or film carries meanings. Whether they are representational or ab-
stract, they are about something. An image can present a visual state-
ment , and the simplicity of art objects involves not only their visual 
appearance in and by itself, but also the relation between the image 
seen and the statement it is intended to convey. For example, sim-
plicity requires a correspondence in structure between meaning and 
tangible pattern. Gestalt psychologists call this isomorphism, a require-
ment for design in the applied arts as well.91 A visual concept is some-
thing that comes through visual, and not verbal thinking. Generally, 
the models, descriptions, and representations stored in memory are 
usually visual. 

COGNITIVE VARIATIONS IN PERCEPTION 

There are two kinds of perceptual thinking, which Arnheim distin-
guishes as intuitive and intellectual cognition.91 Intuitive cognition takes 
place in a perceptual field of freely interacting forces., through which 
the perception of an image is born. This interaction is very complex 
field process, of which very little reaches consciousness. An exam-
ple would be, how one apprehends a work of art like painting. The 
observer perceives the various components of an image, the shapes 
and colours and relations between them. The final outcome becomes 
conscious as the perception of a painting. A great deal of thinking 
and problem solving goes on in intuitive cognition. Through intellec-
tual cognition an observer isolates items and relations among items 
from the perceptual field in order to establish the particular nature 
of each. Intellectual processes follow each other in linear succession. 
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By gradually solidifying the perceptual concepts gained from direct 
experience, the mind acquires the stable shapes. 

Our perceptual movements, whether obviously physical, like eye-
movements and re-focussing, or more elusively mental, like move-
ments of attention, are physiological by nature. As co-ordinations of 
mental and physical operations they involve physical tensions, which 
scientific psychology has so well described, and which mainstream 
aesthetic theory has treated in terms of tension, balance, rhythm, 
and all the other elements of pictorial composition, and its abstract 
and concrete significations. Images seem to provoke these factors 
in which real life viewing does not, partly through the image's tight 
unity, partly through the relative restriction of eye movements, or 
partly through contradictions between the pattern and its implied 
scene. Looking at images uncouples perceptual processes f rom most 
being there reflexes, leaving them available instead for sensitised sig-
nificance. 

The recognition of images can be compared with previously un-ex-
perienced targets or views with insufficient information, which both 
require more specific perception than a familiar view. The perception 
of images requires some kind of thinking, comparison, knowledge, 
experience, and attention. Through experience an observer works 
toward solution that is highly appropriate, and this process leads into 
interpretation. Partly the process is unconscious, and that is why an 
observer sees through image perception the target, and does not con-
sciously think all of his or her choices.93 If we think of image percep-
tion as visual thinking, we can realize that there is a lot of informa-
tion in the image, which we don ' t use. Another thing is that we can 
identify different targets based on quite little information. Perception 
is not just recognition, but more or less it is perception and under-
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standing of spatial structures, and understanding of different objects 
and parts and their relations in visual field through visual thinking. 

The normal function of the rules and conventions of pictorial com-
position is to encourage maximally efficient internal relationships as 
related to context, content, and assumed purpose. Much of interest-
ing discourse involves some shift of alteration to conventions, and 
special purposes may require that normal procedures be bent, twist-
ed, reversed, or broken, for example, a filmmaker may think that it 
is important to draw the spectator 's attention to facts and features of 
the frame, not only as a condition of pictorial representation, but as 
a contradiction of the represented items. This guidance of pictorial 
glances might then reverse normal procedures. One reads the shot 
as an especially integrated whole, but incompletely integrated with 
competition for the attention between sub-configurations. This com-
petition constitutes a fo rm of structure resulting in tension, balance, 
and dynamics. The interpretative attention bestows special signifi-
cance on some features ot pure graphic form, while overriding others 
in its pursuit of significance. 

An image is relatively closely structured, yet internally unstable. Its 
configurations recombine as the spectator's eye patrols over the im-
age. The shot presents a logical oddity in being both a composition, 
and a mere surround for a set of clues to something in itself as invis-
ible as most associations, meanings, and references are. The shots 
of a film have a pictorial relationship with one another. For example, 
the juxtaposition of two strong compositions can create a shock, a 
collision, a sensation of optical clash or contradiction, or a kinetic dy-
namic. The spectator's eye can de-prioritise the change of shot, and 
concentrate instead upon elements that link different shots together. 
Thus one can recognise a second shape as the same thing from an-
other angle, and prioritise the continuity. The juxtaposition of shots 
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is only a prelude to the semantic interaction between shots. Editing 
practice is dominated by this dialectic of contrast and continuity, dif-
ference and similarity. The spectator's mind must handle all this very 
fast with relating different shots, and overlooking the cuts. 

When observing an image, one single and special feature can already 
activate representations ot the mind, and lead to the recognition 
of objects. So, the testing of different hypotheses is not every time 
necessary. On the other hand, the perception of images is also con-
nected with the understanding of spatial structures and relations, and 
this kind of understanding requires visual thinking. When an image 
is very complicated, and offers lot of information, one might need 
more conscious deductive processes to fulfil the task of understand-
ing, and sometimes when there is not enough information to select 
the right object, the mind cannot decide how to see the object. Com-
plex images test the idea that the interpretations include experimen-
tal reflection.94 Complex stimulus impulses inside an image create a 
situation where the schemes as mental representation of memory are 
gradually more and more focused toward the final solution. 

Perception is not only the gathering of information or activating 
the mind and its representations, but it is also foreboding of future 
perceptions, because visual experience is dynamic, and deals with 
psychological forces. In a psychological framework image-based dis-
course functions on many cognitive-emotional levels, and the specta-
tor uses a wide set of dispositions to make sense of the various levels 
of image-based discourse.95 Perceptual inductions differ f rom logical 
inferences, because inferences are thought operations that add some-
thing to the given visual facts by interpreting them. Instead, percep-
tual inductions might be based on previously acquired knowledge of 
the world. So, in this sense perception is an experience that is born 
out of the information and the forebodings connected with it. Fore-
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bodings are important for survival, and in this meaning very natural 
ways of behaving and thinking. It is also possible that forebodings are 
connected with image perception and interpretation. An image leaves 
always holes, which are there for the observer to be fulfilled. What 
we see depends on the previous knowledge of what we know. Fore-
bodings create illusions, and an observer can fulfil the holes, if there 
is no doubt how to do it. Through our experiences it is possible to do 
the fulfilling, to reflect life and ideas into the image. 

The human mind works as an interplay ot tension-heightening and 
tension-reducing strivings. The same twofold dynamics is reflected in 
every work of visual design.96 In a work of art might be a structural 
theme, suggested by the subject matter, but constituted first of all 
by a configuration of perceived forces. The theme is given a sim-
plest form compatible with the character of the statement. According 
to Arnheim, visual perception consists in the experiencing of visual 
forces.9 ' Of ten natural objects possess strong visual dynamics because 
their shapes are the traces of the physical forces that created the ob-
jects. Works of art are seldom produced physically by the forces we 
perceive in their shapes. All the dynamic qualities in the works of art 
are not created by physical forces, and even if all visual dynamics were 
due to the direct manifestation of physical forces, this would not ac-
count for the perceptual effect of the final product on the mind of the 
observer.98 This effect is not due to the observer 's knowledge of its 
cause. We must look for the visual properties of the percept that are 
responsible for the phenomenon. 

MENTALITY AND CO-ORDINATION 

An intelligent organism operates in a perception-action cycle, taking 
in sensory information from the environment, performing internal 
computations on it, and using the results of the computation to guide 
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