
COGNITIVE PERCEPTIONS A N D CINEMATIC MODELLING 

BUILDING UP THE VISUAL SYSTEM 

In a way cinema has a skill of redoubling the effect of light's motion 
because film images are actually moving, and a single image in a film 
never stands still, just as light never does, and just as the eye never 
does. The moving eye is the other half of moving light. "Modes of 
art using human experience for their subject that both engage the 
scanning eye and suggest its analogy to the inner life can rely on a raw 
emotional pull. In movies the camera itself is the seeking gaze, de-
manding enlightenment, and its choices can demonstrate its superior 
insight: good cinematography and editing give the effect of satisfying 
the eye's immediate prior longings at every instant. Ideally, the cam-
era unerringly finds what the bodily eye and the mind's eye are both 
unconsciously lusting for or perhaps dreading." 205 After being shown 
a rapid sequence of unrelated skills, viewers can recollect informa-
tion about some of the individual shots, and they show some signs of 
having visual expectations about what will come next. There is also 
evidence of a visual buffer that stores some small number of views.206 

We need mental structures to place the individual images and shots. 

Our visual system has been built up so that local space is heavily con-
trolled by subjective perspective. This was t rue even before pictorial 
perspective's development, which includes a reference to the fact that 
perspective's pictorial development is a rational, objective thing, and 
does not involve subjectivism. There is also a question of a point-of-
view, which marked visual perception even longer before it appeared 
in images. In visual perception perspective is necessary, because we 
cannot deal with the object's forms, places, and where they are head-
ing for, without the help of perspective.207 Pictorial perspective is 
already a construction on which real-life vision intricately and radi-
cally depends. The differences between real-life vision and pictorial 
structures explain why pictorial perspectives are very flexible. 
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In processing an audiovisual How of a narrative perceptual, emotion-
al, and cognitive aspects are functionally related and represent inter-
acting neural processes in the brain-body totality. Most of the neural 
processes are not conscious, since much of the constructive work in 
image-formation, and much of the implementation or simulation of 
motor programmes, takes place at a non-conscious level. But many 
processes will be felt as intensities and saturations. Torben Grodal 
has presented a four step —map concerning the processing of the 
audiovisual input.208 

S t e p I S t e p 2 S t e p 3 S t e p 4 

First visual Memory j Construction of Reactions: 
analysis of J matching, narrative Tensities, voluntary 
voluntary networks of scene or telic, motor, 
textures, associations. universe: sequential. 

lines. arousal, 'Erno tensities', 
figures. 'affect appraisal' paratelic, 

and semi-voluntary, 
Intensities Saturations labelling. repetitive 

cyclical. 
Motor 

Emotivities, 
autonomic relations. 

109 



COGNITIVE PERCEPTIONS A N D CINEMATIC MODELLING 

The first step consists of basic perception with rays of light enter-
ing the eye and activates the millions of rods and cones there. The 
brain makes its first analysis of input, and it will try to analyse colour, 
contrast, and so forth, and figures, ground, and spatial dimensions. 
This process creates perceptual intensities without any meaning in 
the ordinary sense of the word. Grodal thinks that many abstract 
paintings and experimental films try to produce an input that can 
only be processed at a Step 1 level.209 Modern ideas of 'pure aes-
thetics' often equate aesthetics with Step 1 processes, as in Pollock's 
paintings and Brakhage's films, although this is a limited definition of 
aesthetics. The second step consists of memory matching. The brain 
runs through its memory-files in order to match and determine the 
identity of what has been shown. So, the brain searches its memory-
files for possible matches. They are not, solely, visual structures, but 
also with affective values and labels. This accords with Eisenstein's 
description of the way in which emotions are represented and evoked 
by montage.210 The cinema can work through highly elaborated im-
ages but the screen can also be used merely as a window through 
which one can look at realities. The quality of the screen image mat-
ters less than the visual composition of the reality shown. It is a mat-
ter of showing things more than staging or revealing them. Eisenstein 
arranged the dramatic of his images often across the width of the 
screen with more or less empty areas above and below left to catch 
the mood of the place, or to document the peasant life. Of ten in 
Eisenstein's films, the visual centre of the shot differs f rom the dra-
matic centre, and occasionally the films subside into aestheticism, as 
when the peasant or kulak faces in The General Line (1929) stare down 
with the impassivity of old masters in their frames. 

According to Grodal, if a film concentrates its representations on a 
Step 2 level by merely showing different visual items that activate a set 
of memory files, the effect of the film is normally labelled 'lyrical'.211 
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This is what happens in many music videos and some commercials, 
which might be called the activation of networks of associations. Mak-
ing the matching procedure difficult, so that the brain has to activate 
many items in many files in order to make the match may enhance 
the effect.212 In most narrative films, Step 2 processing immediately 
leads to Step 3, which consists of relating and contextualizing the 
earlier items. It might be called the cognitive-emotional appraisal and 
motivation phase.213 Arousal states normally activate telic arousal-re-
duction procedures. If no cognitive, voluntary, or autonomic outlet is 
found for the scenario, it will regress to a Step 2 mode. Step 3 leads 
to Step 4, which consists of reactions at a high level of arousal. There 
are three main types reactions. First ones correspond to canonical 
narrative schemata, implying hypothetical or actual, voluntary and 
teleological response. The second ones consist of hypothetical or ac-
tual semi-voluntary paratelic response (for example, long sequences 
in musicals). The third type is an autonomic response, such as crying, 
laughing, shivering, or making involuntary body movements. 

This overall diagram is an interesting way of putting together differ-
ent elements in the processing of audiovisual inputs. Of course, it is 
a simplification of the whole process. The different processes don ' t 
necessarily go in linear directions, most likely they go back and forth, 
and also they might all happen quite simultaneously. 

LEVELS OF MEANING AND SEMANTIC PROCESSES 

Mental, and visual processes are essential in exploring cinema's visual 
and stylistic meanings, and the semantic processes according to film 
visuals are crucial to audiovisual research. The concept of seman-
tics refers in its origins to philology, where it means the research 
of meanings with words, and from where it has gradually slid into 
the meanings themselves and into the research connected with them. 
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