
COGNITIVE PERCEPTIONS A N D CINEMATIC MODELLING 

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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by editing is the juxtaposition of shots. But it is an unusual type of 
juxtaposition for the spectator cannot see both shots at once. The 
juxtaposition is really a succession. In the more usual sense of juxta-
position the images are laid out side by side, as on a page, and the eye 
can move back and forth from one to the other both configurations 
being continuously present. Films can occasionally use "split-screen" 
effects, dynamically combining succession with juxtaposition. But for 
the moment our concern is in the more basic and pervasive form, 
suggesting montage as succession. 

A redefinition of a cut as a connection is paralleled in etymology. As 
a production te rm cut begins from craft process: the editor shortens 
shots by cutting a strip of film across the frame lines. But since he or 
she usually goes on to join the separate shots he "cuts together" and 
"between" the shots, so that cutting also means its own opposite, the 
linking and assembling cuts together. The te rm "editing" may carry 
slightly stronger connotations of recombination and assemblage, than 
"cutting". But the two terms are commonly synonymous, and the 
strongest distinction between them is that "cutting" associates with a 
manual craft, whereas "editing" up-fronts executive status. In French 
montage is the standard te rm for cutting and editing. The Russians 
adopted it as a standard term, to which the theories of Sergei Eisen-
stein and other Russian avant-garde artists gave a special sense. This 
was helped by the French avant-garde interest in dazzling cutting, and 
the two influences established montage in English as meaning con-
spicuous, creative cutting. The term montage sequence means a short 
sequence of conspicuous editing, often using optical effects of many 
kinds. 

To say that editing depends on knowledge is to say that it depends on 
implication. To a great extent, the art of editing is the art of anticipat-
ing the spectator's expectations and questions, and at a pace to which 
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he or she can readily adapt. In cinematic narration shots contribute 
to the logic of implication. Logic often implies causality, or some 
otherwise necessary relationship with determining prescriptions and 
inexorable consequences, as distinct from looser relationships, influ-
ences and tendencies. Usefully it stresses the positivism of the proc-
ess, the idea that mental constructions are very forceful and strong 
enough to form a structure on which film form (including editing) 
can rely. 

In cinematic narrative, the content or composition ot one shot might 
refer to another across long intervening passages. Sometimes this ref-
erence is a repetition of ten it is a variation, which routinely involves 
extrapolation. Sometimes the references are more approximative 
analogies, or restricted to one element. Normally they are motivated 
by other elements in the structure of the discourse. Cinema is labelled 
by selectivity, viewpoints, which are developed through choices. Even 
the shortest documentary contains a lot of organizing, a point of view 
of fiction. So the essential cinematic strategy contains the idea by 
which one can hide things in a film, in order to gradually reveal them. 
Through this kind of mechanism a series of cinematic shots shape 
into a series of emphasises, throughout the selective and manipulative 
role of the camera. That is why film is not a reproduction of reality, 
because, once a scene has been cut into shots, we are not working an-
ymore with the reproduction of reality; instead, we are working with 
the statements referring to that reality. In a sense film seems "real", 
because it reproduces the way we see things in the world; it has not 
got so much to do with the fact that it reproduces the world exactly, 
but it reproduces the way in which we look at it. Cutting into shots 
sometimes corresponds to selection and manipulation, like when in 
a film one hides themes in order to reveal them, which sometimes 
corresponds to the way in which one normally uncovers reality (one 
sees a thing in a long shot, then walks up to it, and it is in close-up; 
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then one walks around it, and it is like a cut or camera movement). 
In many films this may reproduce normal perception, which in one 
sense is manipulation and in another it is not. Selection can rely on 
natural processes, natural perception, and it can rely on manipulation 
as a trick made by the filmmaker. Most of our thinking goes on in 
the intervening areas between reality and fiction, which can be called 
speculation or hypothesizing; that is an area of uncertainty. 

CONCEPTIONS OF FILM FORM 

Sergei Eisenstein among other Russian theorists was the first to see 
the lull possibilities of the early fragmentations of space and time in 
cinema. The emphasis was on cutting, which depended on showing. 
That is how Eisenstein brought to film an eye as 'painterly' as that 
ot the German expressionists, and Eisenstein-type of editing became 
part of film language generally and featured particularly in the work 
of film theoreticians and documentarists, w ho were of ten the same 
people. Russian theorists devised the useful distinction between ana-
lytic and synthetic editing. In analytic editing clearly single, continu-
ous space is dissected into several shots. In synthetic editing several 
spaces are assembled into one. Synthetic editing disguises an initial 
separateness to create an apparent continuity. The practices are less 
symmetrical than the terms. Analytic editing may or may not disguise 
the original space. Synthetic editing does that always. The opposite of 
analytic editing is intercutting. Synthetic editing is the first hint that 
the distinction between one space and several spaces can be far f rom 
clear. How does then the spectator decide whether successive shots 
have remained within the same scene? She must decide whe ther the 
space, direction, action, objects, and general character of the shots 
look roughly compatible. She must reckon not only with actual posi-
tions but also with general trajectories of movement, and with spatial 
extrapolations like the probable continuation beyond the f rame, the 
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