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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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the selection and execution of goal-directed actions. The initial sen-
sory input is provided by separate sensory systems, including smell, 
taste, liaptic perception, and audition. In its more complex forms, 
for example, learning is intimately connected to thinking and reason-
ing. Humans are not only able to think, but also to think about their 
own cognitive processes, resulting in meta-cognition. They can also 
for m higher-level representations. 

In cinematic narration editing is possible because the mind can 
achieve quite complex co-ordinations in, literally, split seconds, and 
this also touches on the nexus of relationships between form and 
experience, knowledge and perception, and established and in-coin-
ing information. One aspect in film culture has aspired to a rigorous 
logic, within which all the phenomena will become one tightly co-
herent structure; akin to a logical system at least as linguistics-based 
structuralism has conceived such an approach. Unfortunately its par-
adigms have maximised the difficulties in understanding the nature 
of mental operations on which film form depends. Insofar as thought 
is co-ordination, it must seek out, and yet tolerate both external and 
internal discrepancies. 

While some discrepancies are repressed, like conflict-inducing wish-
es in a Freudian theory, or "cognitive dissonance" in a more gen-
eral way, many discrepancies are recognised and endured, or used 
and indeed enjoyed. And this goes on not just as riddles, paradoxes, 
jokes, surprises, and so on, but also in ordinary thought. It has been 
truly said that contradiction is more the cause than the product of 
consciousness. It may be, however, that discrepancy is more basic 
than contradiction, since the mind is geared to integrating systems, 
which, without necessarily contradicting one another, are disparate. 
Most obviously this has to do with the sensory systems, sight, sound, 
touch, and our awareness of the different positions of the different 
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parts of our body in relation to space and gravity, momentum and 
counter-pressures. 

This also deals with mental sub-systems, like networks of associa-
tions. It seems that the mind monitors these various factors simulta-
neously, and computer scientists have begun to underline the impor-
tance of "parallel processing", in effect, the simultaneous processing 
of independent variables, whether heterogeneous or homogenous. 
It is this constant comparison of discrepancies, which enables one 
to differentiate between images and scenes, or to compare mutu-
ally exclusive paradigms or models for the same phenomenon.' '9 In a 
sense, perception is pattern-recognition, not in the sense of recog-
nising a simple template, like the visual equivalent of a paradigm, but 
the ability to "compare and contract similarities and differences, and 
co-ordinate them as variations. A good example is the "constancy of 
vision" mechanism, which enables us to "see" a table as rectangular 
even though, f rom all normal eye levels, perspective presents it as 
an irregular trapezoid, which, as we move around it, is a constantly 
changing series of forms. 

More probably is the case that the mind sets out f rom several aspects 
of a task-in-situation simultaneously, and what it offers as a solution 
to these multiple requirements is the product of convergence f rom 
every feature of content, context, function, and goal including de-
sire, wish-fulfilment and fear. "Simultaneous processing" might be 
a better phrase than "parallel processing", because parallels don ' t 
integrate so well. At any rate, the model of multiple, simultaneous 
operations allow one to understand the brain's remarkably efficient 
compromise between speed and heterogeneity. 

Rather than following old association chains, the brain must have 
far more efficient systems for cross-indexing and excluding informa-
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tion. For most of these operations consciousness is unnecessary and 
indeed, full articulation in consciousness would be impossible slow. 
Much conscious thinking takes the form of vague awareness, where 
the vagueness stands for a preconscious knowledge, which can of ten 
be so quickly retrieved that we think of it as having been conscious 
all along. For example, we often sense and with great confidence, that 
an argument contains a discrepancy, before we define what it is. And 
in normal speech, we somehow know that we know what to say, and 
roughly what it is, but without knowing exactly what it is, or what 
words we will use. And after the moment we've said it, it would be 
hard for us to repeat the words exactly. 

Of ten the conscious part of our thinking is restricted to a co-ordina-
tion of selected items of data, the setting of a goal, and a volitional 
decision to perform the task. The actual performance is no more 
conscious than instructing each foot alternately to take a step. Con-
sciousness does not think. Perhaps it is the result of the higher mental 
sub-systems registering discrepancies f rom one another. Consistency 
is not the basis of constructive thinking; it is what thinking constructs 
out of the disparate and the discrepant. Hence we-feel quite at home 
with all the irrationalities of film form: like "this picture here" also 
being "this place elsewhere", and like the edited flow of shots pre-
senting incompatible spaces within one screen space; and so on. 

To make sense of a film, the mind draws on our general understand-
ing of the cinematic situation, of which its forms are part, and of our 
general knowledge of the wider world, of which our knowledge of 
cinema is a part. The ability of quite young children to make sort of 
sense of TV depends less on receiving verbal disquisitions or decon-
structions of the medium, but rather through everyday experience of 
it: how parents treat its "illusions", that the dog on the screen will 
never bite us, that its images, and their multiple viewpoints, analogise 
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with perspective, which of course exists in the material world quite 
independently of its various approximations on paper. Even in real-
life vision we draw on basic mechanisms of form-percept ion when we 
understand that in audiovisual narration it is question of viewpoints 
which are moving, or that in a certain scene the heavily shadowed 
side of a man's face forms part of the same object as the visually very 
different sunlit side of that face, and that the shape of a head depicts 
a solid object, not a flat or convex surface. 

Apart from visual knowledge we need a probabilistic knowledge of 
the world. This means, for example, in a scene that the gun going off 
in one shot probably links with another man falling in another shot, 
and that a train compartment is not a room in a house but may well 
start moving out of the station, and so on. These items are not coded, 
and films can and do spring surprises on us. But spectators with no 
knowledge of guns or trains can hardly understand the spatial, or nar-
rative, connections between shots. Unless we assume that all beetles 
are small, a close-up of a beetle could read as a gigantic beetle, unless 
we have taken care to insert some explanation or to include a familiar 
object as a conspicuous scale in the same shot. If the spectator under-
stands these things, they teach him film form, which is why no one 
learns film form as he learns a verbal language. 

Assertions that the structures of verbal language dominate percep-
tion, or film form, labour under the grave disadvantage that no evi-
dence exists to prove it, and only piecemeal shred of evidence to 
even suggest it. Many effects attributed to verbal forms are better 
explained in terms of deficient or variant knowledge of the world. 
That cross-cultural, cross-sub-cultural and ideological differences 
radically affect experience, perception and film form is after all the 
commonest justification of art. This means that by rendering other 
thought-forms visible, it enables us to try them on for size, or for 
communicative or diagnostic purposes. 
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