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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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There is a willingness to connect semantics with natural verbal lan-
guage, as linguistics call it, and then it can be either a special area 
inside linguistics or a wider feature of it. The general semantics is 
not to be restricted only to words, but also to syntactic meanings 
and wider references. Extensions of this kind can change into excep-
tions or break totally and gain independence through that, and then 
we can refer with semantics to all kinds of meanings. We can also 
talk about visual semantics and we can think, not only of signs and 
symbols, but also of the structures of the meaning inside the mind 
itself. The cognitive operations called thinking are not the privilege of 
mental processes above and beyond perception but the essential in-
gredients of perception itself."214 For excellent reasons, high culture 
normally tries to maximise an artwork's semantic yield, but some-
times it might be useful to reinforce certain uncertainties in aesthetic 
theories. There are uncertainties as to when two ideas so mesh as to 
constitute a structure or theme, when their affinity remains merely 
incidental, when it makes an echo but generates no further ideas of 
much substance or consequence, when the similarities in a metaphor 
stop. There are uncertainties as to how far unity proposes a structural 
intentionality of some sort. For Eisentein's theory of montage might 
seem to strengthen the opposite view, that the fact of juxtaposition 
within an artwork is sufficient to turn any two spots, local events, into 
a structure provided even the slightest, vaguest or most general affin-
ity between the exists. If montage exists between shots, as Eisenstein 
assumed, it must also exist between sequences or indeed ideas."215 

Merleau-Ponty thinks that perception is the 'original text' of con-
scious experience, and thus of phenomenology itself.216 Merleau-
Ponty thinks that man's body is not an object but a condition for 
objectivity, a point of contact between consciousness and the world. 
Thus, meanings are contributed by consciousness, and perception is 
more than a mosaic of discrete sensations and more than their sum. 
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Perception is a primordial structure of encounter and engagement 
of the lived-body with and in the world. It is the mode of access, 
the opening upon the world that allows consciousness its objects 
through that agency of the body. Thus, perception becomes the ex-
istential paradigm of intentionality, the 'original text ' or expression 
of the structure of consciousness which carries it's meaning within 
itself, as it shows itself.21' Before perception can be predicated (that 
is, intended as an object of consciousness), it must itself provide the 
horizon and grounds that make predication possible.218 Perception is 
just that act which creates at a stroke along with the cluster of data, 
the meaning which they have, but moreover sees to it that they have 
meaning."219 

Perception, like the structure of consciousness, is never empty but 
always the perception of something. Given its existential nature, its 
link with the body that is finite and always has a particularly directed 
and biased access to the world, perception of something is invariably 
the marking of a choice and the setting of boundaries that constitute 
a field or context and its primary significance. Perception is struc-
tured and structuring expression of intentionality in existence. Per-
ception is a lived experience and it also brings latent and operative 
thought into existence. Thus, we can speak of perception as thought 
itself, because perception not only engages consciousness with the 
world in a gestalt structure but also expresses through that gestalt the 
structure and structuring activity of consciousness in existence. In 
cognitive thinking, terms like 'gestalt' are closely related to cognitive 
terms like 'pat tern ' and more loosely related to cognitive te rms like 
'schema'. For example, George Lakoff's cognitive semantics repre-
sents a systematic research into the mental models that s t ructure the 
human phenomenological world, and, although the precision of his 
theories and analytical examples of images and metaphors as mental 
models is modern , his way of thinking is very similar to that of phe-
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nomenological analysis of aesthetic phenomenon carried out earlier 
in cognitive studies. 

Seeing is an experience. A retinal reaction is only a physical state 
— a photochemical excitation. Physiologists have not always appreci-
ated the difference between experiences and physical states. People, 
not their eyes, see. Cameras, and eyeballs, are blind. Attempts to lo-
cate within the organs of sight (or within the neurological reticulum 
behind the eyes) some nameable called 'seeing' may be dismissed. 
That Kepler and Tycho do, or do not, see the same thing cannot be 
supported by reference to the physical states of their retinas, op-
tic nerves or visual cortices: there is more to seeing than meets the 
eye-ball."220 The changes of perception are, or are due to, changes 
of interpretation commit us to saying that there are two processes, 
perceiving and interpreting. It is doubtful whether in real life we do 
experience a scene as a whole, as a succession of details to w hich, for 
example close-ups are a close approximation. When one focuses his 
or her eyes on a point one remains conscious of the scene as a whole, 
so camera close-ups are far more emphatic, and will cut up the visual 
whole quite drastically. 

Russell Hanson thinks that one can rely on introspection of per-
ceptual processes, and reason that interpreting is intellectual while 
seeing is not supposed to be intellectual, and that we are aware of 
interpreting but not aware of processes of seeing.221 For Richard L. 
Gregory this seems an important mistake: 'Hanson's view is here a 
hangover from stimulus-response accounts of behaviour. The crucial 
point is that animals, an s well as adult humans and scientists, predict 
f rom limited sensed data to situations, which can be related only by 
kinds of inference. In fact we have every reason to believe that per-
ceptions have their richness and integrity as well as their predictive 
power through inference. This is almost self-evident to the psycholo-

114 



COGNITIVE PERCEPTIONS A N D CINEMATIC MODELLING 

gist working on perceptual processes (though with exceptions), but it 
is anathema to philosophers seeking unadulterated, theory-free and 
assumption-free sensory data."2" The processes of seeing involve 
many processes which could be described as interpreting, though we 
are not aware of these or any processes of perception A difference 
between passive reception and active perceiving is contained even in 
elementary visual experience. 

That given world is only the scene on which the most characteris-
tic aspect of perception takes place. Through that world roams the 
glance, directed by attention, focusing the narrow range of sharp-
est vision now on this, now on that spot, following the flight of a 
distant sea gull, scanning a tree to explore its shape. This eminently 
active performance is what is truly meant by visual perception,"223 It is 
a question of treating cognitive material on any given level and every 
process that may be included in thinking takes place at least in prin-
ciple, in perception. Visual perception is visual thinking, confirms 
Arnheim.224 One can also say that thinking is internal perception; it 
comes f rom one memory trace within the mind encountering other 
memory traces. Thinking is the mind perceiving itself.'25 

EXISTENTIAL CONDITIONS 

Vivian Sobchack thinks that existentially embodied perception func-
tions in a threefold manner.22 ' ' First, perception presents itsell to 
the world as the concrete manifestation of intentionality. It is inten-
tionality commuted to existence through the body's presence in the 
world; it is the body's material presence that gives intentionality ex-
istential form as a concrete activity. And second, perception connects 
intentionality with the world; it points to and indicates the world 's 
presentness to consciousness and its objective presence - a presence 
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