
COGNITIVE PERCEPTIONS A N D CINEMATIC MODELLING 

On cognitive level, the problem of representing history for Marker 
is bound up with finding another way to write history, one that ac-
knowledges, rather than occludes, the processes of constructing his-
tory; a form of history that finds a place for history's indetermina-
cies, in terms of both the limits of representation and the problems 
that beset our understanding of the temporal. That other way for 
Marker involves an at tempt to convey something of "history's po-
lyphony" and, through the mutability of signification and the refusal 
of closure, to represent story as a living presence. We might say that 
Sunless is a demonstration of such a model of history. Marker's modes 
of presentation within the film represent a critical engagement with 
the question of representation itself. 

SHOT CONNECTIONS 

Julian Hochberg commented that the study of film could prove as 
central to the study of human perception as Renaissance painting 
for the development of rationalism.309 The reading of cuts furnishes 
vivid demonstrations of just how swiftly the mind can process new 
perceptual data, and construct a hypothesis ot their relationship with 
different data. This swiftness in reading and relating a new image is 
a function of "simultaneous parallel processing". The mind seems 
to concentrate on relationships rather than differences. The brains 
may be remarkable efficient, but they are neither magic nor omnipo-
tent. In film form, which is tightly time bound, information must be 
worked out. The reader of a written text may read fast or slow and 
re-read a passage ten times, but most films use the average constant 
understanding speed. 

This does not relegate cinematic narration to some category of coars-
er discourse than the performing arts, music and oral literature. Nor 
should one assume that films impose upon their target audience some 
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lowest common denominator of response, which would coarsen its 
delicate individualities. On the contrary: it reminds us that each in-
dividual spectator adjusts his or hers responses to each film, and in 
an ongoing manner. Certain sequences in Eisenstein's films delighted 
those intellectual spectators whose responses could combine picto-
rial sophistication with philosophical associations, or those who, af-
ter studying his theories, knew how he expected them to react. But 
the same sequences baffled, and therefore annoyed other spectators, 
whose response to films maximises that visual-physical "being-there" 
amidst the action described (the diegesis). When the spectator sees 
a new shot, he or she is, or course, quite free to note that fact, and 
meditate over it. But this would impede his attention to the ongoing 
flow of new information, and normally he or she has no reason to do 
so. The normative spectator is readily interested in this new develop-
ment, and in its relationship, and the entire context so far. 

The shot boundaries may be the least interesting thing about them, 
even when they help to structure an eloquent composition. The shot 
as an exact and integral thing is a "pawn", readily sacrificed to the 
overall flow. And the illusion, which it generated, is readily sacri-
ficed to the overall illusion, consisting of different pictures. It does 
not matter that these images contradict one another, thus breaking 
the illusions at this level. This formulation contrasts with the usual 
assumption, according to which film is "illusionist" because its visu-
al-physical form is somehow photo-, or movement-literal. Film can 
achieve an especially intense excitement by "transcending" this fo rm 
by cutting. A new osmosis of visual-physical experience occurs and 
the ideas which it diagrams. The intensity, which the former gives to 
the latter, allows the latter to override the former. Thus the created 
space-time chunks are "liquidised", they flow into one another, and 
at the same time they are somewhat abstracted.310 
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Stefan Sharff has been spoken of deletions in cutting.3" Deletions are 
an admirable term, because it is free from irrelevant implications. 
Deletions refer to apparent space, because the deleted spaces may 
never have existed. In the beginning Joseph Losey's The Go-Between 
(1968) two boys set out to explore a country house. The theme of 
exploration and the shots of impressively grand staircases and long 
corridors would seem to render continuity so conspicuous as to for-
bid deletions. But the film concentrates on particular chunks within 
the overall activity, thus telescoping a probably all-morning explora-
tion into a succession of split-minute shots. It nonetheless contains 
a sensed continuity, because the spectator sees the tempo of the ac-
tion in each image, and extrapolates it into the gaps. In this way 
the implications of actions override concrete fo rm and the diegesis 
is no longer then the actual film. The basic principles ot this kind 
of continuity highlight individual moments as to imply longer dura-
tion, and single actions to imply the whole flow of actions. Also every 
space implies necessarily to a larger space, because cuts as changes of 
viewpoint can loosen space and time, and also spectator 's attention 
in individual shots. And montage, as a collision of ideas, is in a sense 
also the omission of ideas. 

The cut is a visual relationship between successive images but it is not 
itself an image because before the second shot can appear, the first 
must have vanished. It must become only a memory, a kind of "phan-
tom form". Nonetheless, a visual relationship arises f rom the jux-
taposition; generating that paradox of a pictorial relationship which 
is not a picture. When Eisenstein theorized cuts as graphic collisions 
between the shots, he was only describing what every spectator, who 
sees his earlier films, unforgettably experiences. As shots replace one 
another in the same screen space, their graphic forms can "collide", 
and visual features in one shot seem to "strike" against visual fea-
tures in another shot. This collision is generating out ot both a shock, 
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which belongs in neither ot the shots, but accrues to the second shot 
before fading. This succession-as-collision depends, not on some 
"persistence of vision", whereby the human retina retains an image 
like some short-lived photographic process, but on the mechanisms 
of visual perception. These structures are not passive, transparent, 
and ethereally acquiescent to outside stimuli, but instead they are 
hardworking physical structures. They generate physiological sensa-
tions akin to a noise, and craftsmen naturally co-opt the sensations 
for their purposes, thus turning this "noise" back into "message". In 
the kinetic-physical quality of graphic experience, there may well be 
physiological feedback from another source, the kinetics of sensory-
motor experience but if so, the balance of "noise" and "feedback" is 
difficult to determine. 

The images, which relate directly across the cut, are not simple, sin-
gle entities. Each image is already multi-factorial, a structured com-
bination of many features. A cut may be very smooth in conspicuous 
respects, or very abrupt , with every opportunity for varying degrees 
in different combinations. In other words, the cut, as a general form, 
has no general meaning, which corresponds to all cases related to 
cuts. It is not really a semantic category even if it is a formal one. It 
accommodates very different relationships and meanings. The cut 
means whatever the juxtaposition of shots implies. It is this variety 
of relationships between intricately related forms, which make the 
art of editing a semantic craft, that is to say, a craft that is always an 
art. Film has the reputation of being a self-evident art, as obvious 
as perspective, but the self-evident is of ten made so by painstaking 
craft, by the art, which conceals art, and by adjusting intricacies and 
implications. 

Chaos and confusion constantly await it, whence procedural rules 
like the continuity rules try to sort out situations. New ways ot look-
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ing were a primary focus of the French avant-garde in the late nine-
teenth and early twentieth centuries. What it means to look was thus 
a central concern of the modern art at a t ime of rapid social change. 
For example, the painters who worked in Cubism were interested in 
depicting objects f rom several points ol view simultaneously. It was a 
style resistant to the dominant model of perspective, because it pro-
claimed that the human eye is never at rest upon a single point but is 
always in motion. The Cubists painted objects as if they were being 
viewed f rom several different angles simultaneously, and focused on 
the visual relationship between objects. Cubism changed the nature 
of the relationship between the painted image and reality, and by so 
doing it expressed a new relationship between man and reality.312 

Many other styles (for example, Impressionism and Abstract Expres-
sionism) have also been responses to the dominance of perspective in 
Western art, and declared more subjective and complex visions. 

In cinematic narration some cuts can be so smooth that the very cat-
egory of cutting is thrown into question. In Rope (1949), Hitchcock 
constructed shots lasting ten minutes each (the maximum allowed 
by his equipment) and, on top of that, disguised the cuts by closely 
matching the first and last frames of adjacent shots. The cuts are 
detectable only because, such matching is surprisingly difficult tech-
nically. When the cuts involve no change of viewpoint, they are, in 
intention and in principle, undetectable, or rather they are moments 
within one sustained shot, one pause amongst others in the camera's 
continuous movements. Moreover, cuts are clear only to connois-
seurs who find them interesting despite Hitchcock's avowed intent 
of achieving as cut-less film. At the other extreme, cuts can come on 
in startling fashion, and some are indeed called "shock-cuts". Even 
incompetent, truly muddled cutting is experienced in a less local way 
than one might expect. Even in those badly put together home mov-
ies, we experience, not so much a succession of immediate rude jolts, 
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but a diffuser incoherence, a sense of rooms and walls floating uncer-
tainly around one another, of space as wavering yet constrictive. 

One might imagine that camera movements, being gradual, consist-
ent and like real-life vision, would be immune f rom whatever pos-
sibilities of distraction might plague cuts. On the contrary, a cut 
f rom a long shot of a scene to a close up can feel entirely natural, for 
it resembles real-life vision and the way our attention moves f rom a 
general orientation to a "closer look" at whatever attracts our eye. 
The cut swiftly fulfils our interest or clearly re-directs 'it. It is a good 
yestalt, a neater diagram than real-life vision offers. But if the camera 
moves from long shot to close-up, it takes longer, and redirects our 
interests less swiftly. There may be an intermediate period when we 
are not sure what we are being re-directed to look at. For such lesser 
clarity of "extraction" there may be excellent reason, and indeed the 
track-in to close-up can have very different effects, depending upon 
each specific configuration. It may be short, swift and inconspicuous; 
or slow and creepy, and so on. Nothing is more direct, logical and 
natural than the cut, and nothing is as swift, in asserting a new topic 
and providing information about itself. 

Nor does abstention from cuts respect the integrity of some unity 
of space, which would characterize real-life vision. In real-life vision, 
our attention consigns the overall consistency of the space around 
us to subliminal status, while our attention picks out, "segregates' 
but also inter-relates successive centres of interest. Our eyes may 
move like a camera but our attention jumps like editing. The im-
age on the retina never even reaches consciousness. The camera has 
no brain, only a retina, and tyro moviemakers quickly learn not to 
take expressions like "camera-eye" too literally. The camera moves 
like the eye produces images. Without exploring all the differences 
between, film and real-life vision, the overriding fact is clear, that the 
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human-eye and the camera-eye have nothing in common except a 
lens. Human vision is edited "in the camera" by the brain. The eye is 
thought-driven, and the film negative is a retina with no thoughts, no 
responses, and no senses. The cameraman's eye must direct the cam-
era's choices. The problem is not the sophistication of mechanical 
reproduction as compared to the naivety of the mind but the reverse 
since the machine is so primitive that the mind hardly knows how to 
gear down to it. 

PLACING THE CUTS 

The spectator 's mind is dealing with an irrational situation. The im-
age is incompatible with the visual field around it, and with the spec-
tator 's physical reality. The camera moves, but gravity tells the spec-
tator that his body is still seated, and his visual systems cannot come 
fully into play. What lays special duties on film continuity is not the 
clumsiness of the spectator's brain, but its accuracy in up-fronting 
the genuinely irrational nature of being there while being here. This 
is not to argue, as montage enthusiasts did, that camera-movement 
should be proscribed. On the contrary the director can compensate 
this by moving the camera in slow, smooth, and careful way, so that 
an unnoticeable unnaturalness is as rich a semantic intensifier as the 
"opposite" unnaturalness of the cut. A cut is the shortest distance 
between two points. It is the fastest and smoothest way to travel f rom 
one point to another, and by going straight to the new point it estab-
lishes a connection. A cut is both an analysis and a new association. 
Its segmentation preludes recombination. 

The discontinuity corresponds to the discontinuity between any two 
ideas, or indeed any two sentences. A series of short sharp sentences 
can be read more smoothly than one continuous, but convoluted 
one. We have followed a common habit of language (parole), where-
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