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may be used in a relatively simple way, in which the transition from 
fictional present to fictional past is strongly marked, but in which 
the representation of the past itself takes a straightforward narrative 
form. On the other hand, it may aim to reproduce the psychological 
process of remembering the past. 

INSIDE THE AUDIOVISUAL WORLD 

The synthetic and analytic methods of perceiving are two ways of in-
terpretat ion."7 As the names indicate, the observer who adopts the 
synthetic method tends to see the perceptual field as an integrated 
whole, whereas the observer who adopts the analytic method breaks 
up the field into its constituent parts or details, studying each one 
separately and perhaps overlooking the effect of the whole.318 In the 
synthetic method visual illusions appear more compulsively; appar-
ent movement and causality are readily seen; size, shape, and colour 
constancy are high. The analytic method is more appropriate when 
small details must be attended to and certain qualities isolated f rom 
the whole, for instance, in judging the brightness or colour of a sur-
face independently of its other qualities, or those of the remainder 
of the field. Furthermore, it must be utilized in making judgements 
of perspective size."'' Julian Hochberg thinks that the explanation 
of why inconsistencies of pictured space can go unnoticed may in 
part be that the inconsistent regions of the picture are not normally 
compared to each other directly, and any object is usually examined 
by a succession of multiple glimpses, and the various regions that are 
looked at each fall in turn on the same place in the eye.320 That is 
why the separate parts of the figure all have to be brought at different 
times to the central part of the retina, thefovea, if they are to be seen 
in full clarity of detail. 
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According to the psychologist way of perception the meaning of the 
stimulus is to function as an interface between two kinds ot texts, 
the one being the object itself and the second being the spectator's 
mind, which alone contains the meaning, which it associates with 
the text's otherwise empty signifiers. So the picture is merely form 
signifying nothing, but awaiting a mind to contribute the connection 
between signifiers and signifieds.321 That is why the meaning in cin-
ema's visual perception is constructed in the mind, because the em-
phasis on the active and constructive operations of the mind will in 
gestalt psychological thinking go far beyond the notion of "the pro-
duction of meaning" by a "text".522 In spite of retinal variations and 
environmental influences, the mind's image of the object is constant, 
because conception transforms perceptual forms. It is a question of 
constancy of vision, as J. M. Wilding puts it: "The maintenance of 
a stable world despite changes in the view due to our movements is 
called position constancy."325 

If visual perception only seems to have a truly astronomical "spell-
ing" and "vocabulary", it is because it has neither. It remembers not 
so much specific forms, as processes of construction. Durgnat thinks 
"in real visual perception, we have taught ourselves to see that a table 
is rectangular even though, as we walk around it, its images on our 
retina can only be a constantly changing series of quadrilaterals.524 

That is why it is obvious why "elasticity" is the essence of visual per-
ception and structuration, even at the expense of confusion. Visual 
elasticity resembles analogy in that it may be very precise or very 
rough. So much so that it can only work in an intimate alliance with 
other principles.525 

And if a single image is rich in its complications, then the multiplici-
ties according to it are based on the points for our attention through 
perception. As our gaze, and independently ot it our thoughts move 
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over an image, they discover a variety of centre points.526 The image 
and its associations may tempt, tease and lure or provoke us although 
the artist might have anticipated the manoeuvres of our attention, but 
pictorial reading of an image or pictorial appreciation of an image 
gives us further encouragement to look for the graphics. This gives us 
a new way of looking through the configuration of pictorial elements 
in an image, because the eye rarely fixes on a certain point for very 
long. The essence of the process is more like some kind of patrolling 

327 over an image. 

Visual perception related to cognitive understanding of Peter Green-
away's audiovisual world is extremely important. Visual perception 
is not just recognition, but more or less it is perception and under-
standing of spatial structures, and understanding of different objects 
and parts and their relations in visual field through visual thinking. 
The function of the rules and conventions of pictorial composition 
is to encourage maximally efficient internal relationships as related 
to context, content, and purpose. Related to Greenaway, much of 
interesting discourse involves some shift of alteration to conventions, 
and special purposes may require that normal procedures be bent, 
twisted, reversed, or broken, for example, a filmmaker like Greena-
way may think that it is important to draw the spectator 's attention 
to facts and features of the frame, not only as a condition of picto-
rial representation, but as a contradiction of the represented items 
placed in cognitively. 

This guidance of pictorial glances might then reverse normal view-
ing procedures, and bring in new tensions concerning the cognitive 
meaning of spatial, and temporal dimensions of films. In Greena-
way's narration, the meanings of the screen will come and change 
their form quite suddenly. Partly it is because of the camerawork, 
partly because of the compositions, the changing effects inside the 
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shots. According to this kind of planning, may the enrolled image 
of the same camera position have a new meaning in the middle of 
the same shot, when the attention-point will be focused again. The 
object (a person or something else) that comes into the frame will be 
combined with the possible camera movement (for example, track-
ing backwards) and some new thing emerging rapidly, which creates 
a kind of dramatically influenced mood, stops the whole scene for 
a while and then continues to developed the shot into new areas of 
meaning. 

Greenaway seems to trust into partial perception and space-control-
led duration of the shot, according to which different sections than 
these kinds of systems, which require more initial attention, domi-
nate the visions and spatial areas in our brains. As Thomas Elsaesser 
puts it: "A static, closed universe, jerked into mechanical life by rules, 
games and witticisms: this side of the coin is almost too easy to fault, 
as if the director were in advance disarming the critics by playing 
even more openly his customary hand. But Greenaway always keeps a 
powerful motive up his sleeve to propel his figures into narrative: that 
of the contract and the conspiracy, antithetical and warring principles 
in one's dealings with the world."528 

In Greenaway's The Draughtsman's Contract (Great Britain, 1982) the 
prime interests are the landscape, the ideas involved in the sheer in-
terplay of plot, the symmetry, and those concerns characteristic of 
the whole sub-text of gardening; also the games that can be played 
with the dialogue, its content and the forms it takes. The film is set 
in Wiltshire in 1694 and is about a landscape artist and Scottish Ro-
man Catholic called Mr. Neville (played by Anthony Higgins) who 
makes living drawing prospects of country houses for the landed gen-
try. Greenaway uses strong visual associations with one of his earlier 
films Vertical Features Remake. Both are concerned with the draughts-
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man seeking out particular characteristics of a landscape and pursu-
ing them in an almost minimalist way. One constantly repeated shot 
is of a landscape seen through Neville's drawing aid, a rectangular 
wooden frame. This frame-within-the-frame device calls attention 
to the framing inherent in all filming, painting and photography. It is 
also a distancing mechanism. 

According to John A Walker: "Composition is obviously crucial to 
the topographical views Neville specialises in and a comparable atten-
tion to composition is paid by the director and the cameraman. The 
geometrical system of perspective underpins both the acts of draw-
ing and filming. Geometry is also present in the lavout of the formal 
gardens of the house. Frequently, shots are so composed that the 
elements within them are symmetrical. This kind of ordering reflects 
the love of pattern typical of the period, but also the logical systems 
associated with so much modern art."329 

Greenaway's film works as an invitation to consider the problems of 
pictorial representation by watching someone drawing a real land-
scape, by comparing image and reality, and by reflecting on the rep-
resentation of both via the medium of film. The Draughtsman's Contract 
is structured to keep going back to the same landscapes at different 
times of the day, to see how the light has made shapes, forms, ver-
ticals, how they've changed and what new significance they have at 
dif ferent times of the dav. 

J 

James Corner has pointed out that a landscape space is a highly situ-
ated phenomenon, literally bound into geographical places and to-
pographies.330 That is why the spatial interrelationships of the cul-
tural and natural patterns that constitute a particular landscape mean 
that places are interwoven as a densely contextual and cumulative 
weave. Places, like things, conjure up a wealth of images and ideas, 
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and Corner relates this to Heidegger's thinking according to which, 
spacing also implies a conceptual ability to ' think across' space.331 

As Heidegger has shown, thinking can 'persist through' distance and 
time to any thing or place.3 32 When one moves through landscape 
space, that person is going 'somewhere' , he or she has a destination, 
and, in a phenomenological sense, part of the individual is already 
there through his or her thinking about the destination. The experi-
ence of landscape space is never simply and alone an aesthetic one 
but a highly situated network of relationships and associations. 

James Corner defines: "Meaning, as embodied in the landscape, is 
also experienced temporally. There is duration of experience, a seri-
alistic and unfolding flow of befors and afters. Just as a landscape can-
not spatially be reduced to a single point of view, it cannot be frozen 
as a single moment in time. The geography of a place becomes known 
to us through an accumulation of fragments, detours and incidents 
that sediment meaning, 'adding up ' over time."333 In The Draughtman's 
Contract the draughtman's perspective frame is explicitly compared to 
camera: the film camera frames and repeats the views, in a series of 
shots poised between subjectivity and objectivity. 

Alan Woods thinks that objectivity is mocked throughout the film, 
as the script explores the paradoxes and naturalised conventions in-
volved in representing 'what is really there'.334 The drawings claim 
a photographic objectivity, but the camera is demonstrating the 
power of cinema as superior not just in realism but also in artifice. 
Any secure contrasts between realism and artifice break down. The 
spectator's perspective is a perspective of witnessed space, which is 
contrasted in the film with a perspective of narrative, or allegorical 
space. Both perspectives are present in cinema, ionised, mingled and 
schematised by Greenaway.335 
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A thousand years ago, Sei Shőnagon, lady-in-waiting to the Imperial 
Court during the Heian dynasty, kept a diary of her thoughts, feelings, 
and experiences — Makura no söshi / the Pillow Book. In Greenaway's Pil-
low Book (1996) the director tells the story of Nagiko, who grows up 
in the city of Kyoto, the daughter of a writer and calligrapher. On her 
every birthday, while her aunt reads out loud from the Pillow Book, her 
father writes (paints) an ancient creation myth on the child's face and 
nape. The Pillow Book is widely held to be not only a consummately 
craf ted work of prose, but also one of the most important historical 
documents of the mid-Heian period. 

Today it survives only in fragmentary form, a montage of impres-
sions, character sketches, anecdotes and acute observations on na-
ture, objects and the everyday life of the court. It is the 164 lists 
that Sei Shőnagon composed within The Pillow Book that are of most 
interest; lists such as "Things that arouse a fond memory of the past", 
"Elegant things", "Rare things", "Distressing things" or "Things that 
quicken the heart". Indeed, there are explicit and implicit references 
to Sei Shönagon's lists. 

We might therefore regard Sei Shönagon's book as providing a lit-
erary counterpart to Greenaway's film, and regard Greenaway as 
reaching back into the distant memory of Japanese culture to dis-
cover the model for his own visual exploration of the everyday life 
of contemporary Japanese culture. The Pillow Book serves Greenaway 
as an example of an alternative mode of representing history and a 
model for organising his filmic impressions. Not only does it provide 
a method, it refers to Sei Shönagon's lists as providing a useful cri-
terion of selection but also we sense the reflections about the disen-
franchisement from political influence that gave rise to such writings, 
as Sei Shönagon's echoes the sensibility of the filmmaker, weary of 
the "intransigence" of history to the cause of social and political jus-
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tice. Hence, the commentary 's description of the prose stylists of the 
Heian period might also, in certain respects, be applicable to Greena-
vvay's own contemplation of the signs of everyday existence: 

Cognitively speaking, in Pillow Book the overall visual metaphor is the 
oriental hieroglyph as a template for a cinema practice. The history 
of Japanese calligraphy is also the history of Japanese painting. In this 
sense, image and text are one. The text is read through the image, 
and the image is seen in the text. With the Japanese hieroglyph pre-
dominantly in mind as a model the subject of such a film would most 
naturally be Japanese. In the Pillow Book there are visual language de-
vices familiar f rom television like insert irames, overlay frames, col-
our-coded frames, and multiple use of image and text. All these have 
been major characteristics of all forms of visual advertising. This film 
engages in this multiple languages using a content that is sympathetic 
and relevant to such treatment. The form and the content are work-
ing very close together. 

The narrative demands a mixture of tenses, and the insert frames 
and multiple screens can embrace images of the past, present and 
future, not sequentially as is traditional, but all at once, arranging 
them in significant patterns of scale, priority, importance and colour, 
not necessarily in clear demarcated blocks but overlaid or interlaced 
to make equivalents to how we perceive time and tense. The frame 
priorities are arranged to accommodate irony, humour and criticism. 
This is all arranged on one viewing plane. It is a reach-out towards 
the freedoms and language that Cubism and Joyce and Eliot gave to 
Modernism. 

Using other possibilities of the complex frame construction, referen-
tial visual quotes are made of East and West, of the old and the new, in 
particular the dominant Western tradition of the Renaissance view-
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ing-frame and that of the largely unframed Oriental picture space. 
The film borrows the device of the calligraphic chop-signatures (the 
personalised stamp-marks that identified a particular calligraphic art-
ist), for making imprimaturs of other kinds. These it uses to negotiate 
conflicting Western left-to-right and Eastern right-to-left readings. 
The Western reading indicates positive action, spelling confusion to 
any reading of Japanese text and image combinations, while the East-
ern reading seems unbalanced to a Western sensibility, uncorrectable 
in a mirror and even morallv confusing. 

FRAMED IMAGES 

Noel Burch sees that "our contention that all the elements in any giv-
en film image are perceived as equal in importance runs counter to 
a fondly cherished notion of nineteenth-century art critics later em-
braced by a number of twentieth-century photographers: the belief 
that the eye explores a framed image according to a fixed itinerary, 
focusing first on a supposed 'centre of compositional focus' (gener-
ally determined by the t ime-honoured 'golden rectangle'), then trav-
elling through the composition along a path supposedly determined 
by the disposition of its dominant lines."33b Burch thinks that this 
kind of conception is outdated because the modern eye sees things 
differendy.337 There are elements in a film image that call attention 
to themselves more strongly than others, but at the same time the 
spectator is also aware of the compositional whole because looking is 
a mental process. That is why the artist cannot direct our attention as 
closely as certain traditional analyses, based on compositional level, 
are firmly to believe in, but as Durgnat has pointed out, "powerful 
structures can exist without a one-way, linear order".3 3 8 

Cognitively one often sees things as a whole and after that one dips 
into details, which become centre points, but at the same time one 
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