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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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toward which intentionality is directed through the lived-body and its 
perceptive activity. Third, perception represents itself to itself and to 
others in the world as the existential condition and expressive con-
vention of intentionality. As consciousness is aware of itself in exist-
ence, it is aware as a perceiving consciousness capable of perception; 
perception is not only intentionality prereflectively presenting itself 
to the world and others through its projects, but it is also intention-
ality reflectively representing itself to itself as consciousness and its 
significant experience of existence. 

And further on Sobchack thinks: "Given these three functions of 
perception in existence, perception as it is lived and made concrete 
through the body-subject can be said to originate the correlations of 
the sign in the most primordial and seemingly prelogical movements 
of its being-in-the-world. Language and communication, however, 
do not emerge merely because I have a body as an instrument of 
perception that brings them into being. Rather I am my body. My 
body as lived perceptively, as engaged intentionally with the world, 
is already languaging and communicating by virtue of its systemic 
structure and material correlation with the world."227 

In art, the painter first stages his subject through the mind, or through 
sketches and models. In photography, the photographer has to stage 
what she or he photographs, and the theatre director might think in 
terms of stage pictures. In film, one can think of choosing the ele-
ments through montage through a pictorial angle. What cinema does, 
or what an image does, is just as much reality as all the other things 
in the world (because one is looking at it, so it must be reality), but 
it rearranges that reality because the cinematic form is a different 
form. So, instead of "through that world roams the glance directed 
by attention", in cinema one's glance works in the order dictated by 
the film director; it is directed by his attention and bv the form of the 

1 1 6 



COGNITIVE PERCEPTIONS A N D CINEMATIC MODELLING 

Him. And instead of his focusing at will, he is giving a close up, or a 
long shot, and the camera makes one follow "the flight of a distant sea 
gull", or it prevents one from doing it. Film form is a different order 
of perception on a world, which in some ways is the same as ours, 
in other ways different. While one is sitting in a cinema watching 
images, one can also see the cinema and the other people, and one 
can see that the image is only an image. In still photography the te rm 
'shot ' refers to a single exposed image. In cinema it means a series of 
frames. The cinematic frame is the picture. 

Frame in a film has four overlapping, and highly confusable senses, 
the single image, its edges, the shot, and its field of view. If static 
frames are shown at sufficient speed, the human eye has difficulty in 
isolating them from one another, and a succession of broadly simi-
lar static pictures can fuse into 'one picture with movement ' . The 
single frame is not exactly invisible, but in ' the moving picture' it is 
indistinguishable. It is invisible as a unit, but a single frame is briefly 
visible, and indeed legible. Between virtual invisibility and legibili-
ty many intermediate gradations are possible, depending on varied 
features of content and context, and their conjunction. The frame 
maybe in some sense subliminal, and if some theories of subliminal 
suggestion are correct, the individual frame might even be invisible 
but legible. For example, in Eisenstein's Battleship Potemkin (1925) 
there are single black frames between certain shots, which, though 
passing unnoticed, strengthen and sharpen the cut between the shots 
on either side of it. There is a sense in which such a black frame is 
an inserted 'shot' , although it shows nothing and was not exposed 
through a camera. Graphic feature is a useful t e rm for all those pictorial 
features, which are non-representational. 

The usual definition of the shot as an uninterrupted series of expo-
sures runs into complications. It assumes that the frames were ex-
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posed and displayed at the same speed. But if the film is run through 
the camera more slowly than it is then displayed, the result will be 
what is called fast-motion. For example, in a scientific film, a camera 
might be set to shoot at the rate ot three frames a day in four weeks, 
so as to show a plant grow, as it were in seconds. Far f rom being a 
mere novelty, the device has serious use as a discovery procedure 
for scientific purposes. Fast motion entails interruption, in the sense 
that the next exposure is delayed or retarded, however, the same shot 
may be uninterrupted in the sense that it is taken in the usual way, or 
that the successive exposes are triggered and stopped by an automatic 
timing device. The need for even motion favours automatic timing 
devices, without the need for interruption by humans. Given certain 
subjects, however, slow motion may be achieved by human inter-
ruption. The spectator may have no way of knowing which process 
was used, and whether she is watching a shot or multiple shots. We 
still speak of 'fast-motion shot', because it looks like one movement 
through one shot. The form of display does not reveal the form ot 
production. In slow motion, the exposures are neither interrupted 
nor delayed, though their display is. Thus scientific films can reveal, 
for example, exactly how a bubble is broken up as the bullet trom a 
rifle speeds through it. 

Motion in the real world is very of ten too fast for us to see clearly, 
and slow motion does not strike us as an illusion, but rather as won-
derfully meticulous detailing, so that it satisfies our reality-sense. 
Paradoxically, animation is closer to fast than slow motion. The usual 
definition of animation requires that the object must be moved by 
hand, or at least, individually controlled by irregular human interven-
tion between frames. The definition does involve grey areas. Puppets 
pushed by the finger require animation techniques, whereas pup-
pets on strings can be filmed normally, whence the rival definition 
that in animation films the objects depicted as moving do not move 
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themselves. Between animation and "live action" many weird hybrids 
abound, the name for the bizarre genus being "pixilation". Thus one 
might photograph a real live person in real live space but in fast-mo-
tion so arranged as to suddenly displace him from A to B to C ... Z. 
The identical effect could be achieved by shooting the scene normally 
and then editing selected frames. Or one could pixilate and edit. As so 
often, the effect of the final form depends on the spectator's percep-
tual processes, and the "constructivist" effect of fo rm must contrive 
to fit their "restructuring" combinations of physiological structura-
tions, and of acquired experience. Whether used to counterfeit live-
action, to outrage reality, or to intensify realism, all these effects take 
their "meaning" from the spectator's knowledge of normal events, 
speeds, scales, photographic processes, production techniques, and 
so on. If in a sense they are illusions, and certainly, where the repre-
sented movement is concerned they are simultaneously recontexted 
by knowledge, and "downgraded" to impressions or diagrams. 

Whereas the photographic shot is a single picture, the film shot can-
not be defined as such, since movement is continuous alteration, es-
pecially when an object leaves or enters the shot, or when the camera 
moves generating an ever-changing scenic segment. If the shot none-
theless has a sort of felt unity, rather like our sense of "a picture", it 
is by constituting one continuous space-time chunk, with its cont inu-
ous movement and change. In one central respect, the photograph-
ic shot and the film shot are diametrical opposed. The photograph 
stops movement, and renders eternal the facts and relationships of 
one brief space-moment. The eternal moment conquers t ime. Still-
ness conquers change, and space transfixes movement. 

In contrast, the movie shot thrives on the transformation of the "mo -
ment of space" by time, duration, movement and change. Not that 
it renounces the option of stillness. It may depict a scene without 
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movement, or what is called the "freeze-frame" may still movement 
as the still camera does, although the display-time of the shot repre-
sents a controlled duration which the photograph on the page does 
not seek. The control of duration is an editing decision. The freeze-
frame is another terminological oddity. In effect it is one exposed 
frame, reprinted on a whole series of frames. As photographic proc-
ess, it is a single framer as cinematic display it is multiple frames, 
not "a frame" at all. Interestingly subtle surprises are possible as be-
tween freeze-frames and moving pictures of immobile scenes. Of ten 
"freeze-frame" refers to the sudden freezing of a moving shot: which 
in some respects is now two shots, movement, then fixity, normal 
change, then impossible transfixity. But here too grey areas occur, as 
in Bob Fosse's Sweet Charity (1969), where the spectator-can hardly 
tell whether certain freeze-frames were shot with a still or a cin-
ematic camera. 

Whenever film theory starts f rom photography it risks all the confu-
sions that arise f rom the use of "shot" to describe structurally op-
posed entities. It is tempting to propose some alternative te rm for 
the moving shot. "Take" f rom "taking a photograph", would be ap-
propriate. Alas, the term is already bespoke - as in "Scene one, take 
one". For it is common for a shot to require several attempts, and 
then movie cameramen call the shot a "scene" and each try a "take". 
In fact, of course, each "take" is a scene and a shot in itself. With the 
result that "scene" applies to (a) the camera's shot, (b) the scene in 
front of the camera during that shot, and (c) the general setting im-
plied by the series of shots of which that particular shot is part. How-
ever baffling to those who expect linguistic forms to possess some 
structural logic these riotous terminological shifts originate in the 
practicalities of production process, such that no particular need is 
felt for consistent terminology, as distinct f rom specialized, provision 
and local purposes. These purposes are, to establish relationships be-
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tween disparate entities - such as the scene to be shot, the shot in the 
camera, the shot as edited, the overall scene to be suggested. Since 
editing is by definition a relating process, it is all the more useful 
to avoid the traps set by language, which is too easily satisfied by its 
own forms of coherence, and occludes the demands of correct cor-
respondence. 

One can refer to smaller parts of the visual world, or to its whole 
framework; so it is a changing, developing and evolving process, while 
all the aspects are subject to continued confirmation, reappraisal, 
change, completion, correction, deepening of understanding.228 One 
can speak of cinematic semantics, with which we can understand the 
exploration of cinematic meanings, concentrating on specific cin-
ematic things like exploring the meanings of moving images, succes-
sion, montage-combinations and camera-effects. So in this connec-
tion the interest focuses on all kinds of visual and stylistic meanings of 
cinema. Concerning the reality the camera can only catch the visual 
surface of the physical world from one particular viewpoint, which is 
really restricted to the surface of local happenings because every shot 
has to happen within a closed area. 

Lots of the processes within that closed area are not complete; thus, 
if one makes a film about weather, one can not do it within a scope 
of a photograph because all the events that make the weather are so 
scattered around the world that all one can really do is to put different 
photographs together and then the spectator infers a connection. If 
one makes a film about the weather by combining 40 different shots, 
that is really outside photography because the connections which are 
demonstrated exist through editing, not within the photographs. Con-
sequently as soon as one combines two photograph one has exceeded 
the limits of photography, and one makes an abstract or general con-
nection. As a conclusion one can say that film is a great deal more 
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abstract than it looks because it depends on the connections between 
the photographs, not on what happens in the picture. What happens 
on a screen is like a clue to a whole association of ideas that come with 
it. Photography is conspicuously a fragmentary aftair, depicting not 
objects and events, but aspects of appearances.. Mainstream aesthet-
ics has assumed that any objectivity was thoroughly compromised, or 
redeemed by the selectivity of the process, technique, and authorial 
decisions. A photograph is the traces of reality, but not even a syn-
edoche of reality. It is really only one way ol constructing abstract 
graphics, which by visual analogy, resemblance, and association are 
interpreted as scenes. It is less an illusion than an allusion. 

To some filmmakers, good editing poses first a visual question and 
then a visual answer. In experimental studies of film or video cut-
ting, both the visual question posed and the larger story structures 
within which the shots are presented significantly affect how the ed-
ited shots are comprehended.2 2 9 The mental structures fitted to our 
successive glimpses at the screen and at the world cannot have the 
characteristics of the world itself. Movements as we remember or an-
ticipate them do not continue to run off in time, nor do remembered 
or anticipated layouts continue to exist in space. 

When following a narrative film, a spectator internalizes the whole 
structure of interests depicted in the drama, and this structure in-
cludes alternative outcomes to various lines of action which the spec-
tator must keep track of in some sense before one alternative is actu-
alized in order for the film to be received as intelligible. Film theoriz-
ing progresses by criticizing already existing theory, and in criticizing 
one theoretical solution to a problem, one may also see one's way 
to a better solution. It is a question of dialectical criticism, a mode 
of rational inquiry. This was the point of cognitivism because of the 
emphasis tíiat it placed on the efficacy of models, which exploit the 
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role of cognitive processes (as opposed to unconscious processes) in 
the explanation of cinematic communication and understanding. Its 
proponents share certain convictions, for example, cognitive models 
may provide better answers to many of the theoretical questions con-
cerning cinematic narration. Cognitivism challenges many narrative 
paradigms because it focuses on the evaluation of cinematic commu-
nication through our best abilities of experience and reasoning.230 

Thus the question is of the perception of phenomena and thinking 
(logic), in which there lays a human being's chance of gaining infor-
mation about reality by perceiving it with the help of experience and 
thinking.231 But as Gordon Rattray Tavlor writes in The Natural His-
tory of the Mind: "However, the genius of a Goethe or a Shakespeare, 
a Sophocles or a Tolstoy, A Milton or a Racine, seems to be of a 
somewhat different kind. Here it is the imaginative projection, which 
counts, the power to identify with the emotions of the others and to 
express them in words and simulated deeds. This demonstrates that 
thought is not solely a matter of intellect. There is a constant inter-
play between the coolly reasoning cortex and the impulsive, excitable 
mid-brain. And this is t rue not only of the works of geniuses but of 
the 'thinking' of everyday life."232 

When viewing a film we will perceive it at a certain conceptual level as 
directed by viewer and/or addresser, programming, for example, by 
means of narrative schemata, framing, zooming, and other indexicai 
procedures indicating formats of attention.233 At the same time, the 
viewing will activate networks of associations below the threshold of 
consciousness, and activate superior, 'propositional/abstract ' frames 
and themes. Films are comprehended universally, because it is clear 
that the spectators can understand films that are made in different 
cultures and in different circumstances. Maybe this links with the 
idea, that there is something common and shared in the universal 
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understanding of images and sounds, which is based on human na-
ture and understanding of different phenomena. For Jean Mitry, the 
cinema is a medium of re-experience, of discovery and creation. It is 
a phenomenon in which meaning - never fully predetermined - arises 
as a function of perceptual, emotional, and intellectual activity; and in 
which the world - never fully meaningful - is grasped again as dynamic 
presence.2 '4 Most narrative fictions will simulate reality because emo-
tions aroused can be symbolically gratified by fictitious acts. A specta-
tor seeing attractive phenomena in visual fiction is promised possible 
future mediations with its objects by identifying with a protagonist 
and his or her mediating acts. To participate at this level of meaning, 
the spectator must identify with some protagonists' capabilities for 
subjectivity and action within the fictive world of the screen. 

In cinematic narration a cut juxtaposes not only two scenes, but also 
two graphic configurations, or structures. This juxtaposition is a 
visual event, so the structure of each shot can strike against its pred-
ecessor, generating a clash, or a collision, which is physically palpable 
in its energy. A kinetic kick may be generated by the juxtaposition of 
strong, and bold compositional lines. A cut may be smoother if the 
centre of interest in the first shot's last frame roughly co-incides with 
the centre of interest in the second shot's last frame. In such cases 
the spectator 's eye can move swiftly from one centre of interest to 
another. Gerald Mast has pointed out that "any work of art is a self-
contained little universe, a microcosm complete in itself".235 And an 
interest in universes like that is based on the tact that they offer us 
something what is different compared to natural universes. The uni-
verse of a work of art is finite and orderly, and its order is perceptible 
and comprehensible, because it functions under certain laws, it has 
logic of its own. 236 One can understand cinema's universe as a kind 
of microcosm, a world with its own order and logic but also a world 
with associations and connotations related to its viewing process; and 
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when a spectator puts his soul into that world, he or she sees that it is 
a "picture" of that world; one can feel oneself "inside" that picture, 
but in a second one can move "outside" that picture and observe the 
whole process.237 

To experience cinema is based on a two-way tension of that kind. Thus, 
as we watch films we are at the same time under many simultaneously 
appearing stimuli. Cinema is composed of visual images (whether 
coloured or black and white ones), spoken or written words, music, 
actors, sets and so on, of many ways of telling its emotions and ideas 
to the public. The simplest way to define the film image would be to 
identify it with a single frame extracted from the filmstrip. But such 
a definition would possess serious deficiencies. Psychologically when 
watching a movie, we experience action, movement, and sound, not 
a static frame. We need to accept as images the gesture of a hand, say 
or the ringing of a telephone. In order to conform then to ordinary 
discourse and common experience, a looser definition of film image 
is necessary. This suggests that the film image should be thought of as 
any simple object or event, normally perceived and regularly identi-
fied as a single entity, that is presented on either the screen or the 
sound track."238 Image is multifaceted and ephemeral concept. Our 
experiential reality is flooded with perceived, remembered and imag-
ined images because we are living in an image culture. 

In cinema, systems of communication are based on the artist's choic-
es from elements ot construction. According to Juri Lotman every 
image on the screen is a sign: it has meaning, and it carries informa-
tion.239 And while doing that, there are two kinds of meanings: first 
of all, images on the screen reproduce some sort of objects of the real 
world, and then a semantic relationship is established between these 
objects and the screen images (objects become the meanings of the 
images reproduced on the screen); on the other hand, the images on 
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the screen may be augmented by some additional, often totally unex-
pected meanings. One can call them additional meanings, which can 
be symbolic, metaphorical, metonymical and so on.240 Films can use 
symbols of many sorts to arrive at an extra layer of experience. This 
does not have to be a generalisation, an allegory, or a moral but just 
an extra awareness of the characters' feelings, of forces and factors 
operating inside the story. Cinema has been called a chain of visual 
impressions running and interlocking in an uninterruptible succes-
sion of graphic bombardments.2 4 1 What this is to say, is that visual 
thinking and cinema language have to be understood as a certain kind 
of intellectual activity, because in a creative cinema a most simple 
kind of scene involves a massive series of directorial decisions that 
go far beyond the realistic situation behind the scene.242 The film 
experience is a system of communication based on bodily perception 
as a vehicle of conscious expression. It entails the visible, audible, ki-
netic aspects of sensible experience to make sense visibly, audibly, and 
haptically.241 As a communicative system the film experience uniquely 
opens up and exposes the inhabited space of direct experience as a 
condition of singular embodiment and makes it accessible and visible 
to more than the single consciousness who lives it. 

For example, Clive Bell thought that painting is art if and only if it 
possesses a significant form.244 Though the importance of form was 
made especially apparent by the tendency of modern art toward ab-
straction, significant form was a property said to be possessed by all 
artworks, past, present, and future. Significant fo rm is compromised 
of arrangements of lines, colours, shapes, volumes, vectors, and space. 
Genuine art, on this view, addresses the imagination like the figures 
of Gestalt psychology, prompting the viewer to fill the artwork in such 
a way that we apprehend it as an organized configuration of lines, 
colours, shapes, vectors and spaces. Noel Carroll thinks that theorists 
like Bell did not argue simply that formalism was the best theory for 
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newly emerging and newly acknowledged forms of art.245 They main-
tained that formalism revealed the secret of all art for all times. From 
the formalist perspective art could be representational, but unlike the 
representational theorist, the formalist regarded representation as an 
incidental rather than as an essential property of artworks.246 

SYMBOLIC FANTASIES 

Miklo ' s Jancsó's Red Psalm (Még ké a nép, 1971) is visually and cog-
nitively an exceptionally interesting example of art that is based on 
historical events, because the storv line follows a series of revolu-
tionary peasant uprisings in Hungary between 1890 and 1910. The 
Hungarian title Még kér e nép is a title of a poem by Sándor Petőfi 
meaning "the people still demand", and referring to the theme of the 
film. The scriptwriter of the film, Gvula Hernádi, found a notebook 
of "Socialist psalms", and he and Jancsó were heavily influenced by 
Deszö Nagy, a historian, who emphasized the meaning of popular 
folklore as an inspiration for the uprisings. Yvette Biro, credited as 
"dramaturge", helped transform the ideas into dramatic actions and 
characters.247 The actual performances in the film are imaginary, and 
many of the incidents and happenings inside the narrative were im-
provised during the shooting of the film. 

The setting of the film is Hungarian plain with a river, a church, some 
farm buildings, and a railway line. The film begins with a peaceful 
image of a woman's hand holding a dove, and this image is accom-
panied by the tinkling of bells, and the music of the "Marseillaise". 
The scene stretches out to show a group of men and women peas-
ants, horses, and soldiers in uniform. The local bailiff steps in, and 
the peasants sing, dance, and walk. The bailiff tells the peasants that 
he wants to talk with them, and the peasants demand rights for the 
people. One of the reads a Friedrich Engels's letter comment ing the 
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