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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kind of conception is outdated because the modern eye sees things 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 

197 



COGNITIVE PERCEPTIONS A N D CINEMATIC MODELLING 

looks at the relations, which also become centre points. For example, 
when one looks at a map, a distance between two places, one is not 
looking at a point, but instead a distance between two points, so at 
the same time when we are talking about centre points, we are also 
talking about zones, lines, distances and fuzzy circles. When one sees 
a triangle, one can see it as a shape, as an outline, and one can look at 
the three lines or one can look at the three angles, so it is a question 
of the extreme flexibility of the centration points which constantly 
overlap with each other. In looking at a triangle, one can centre on 
the top apex, and then another apex and another apex; next one can 
centre on the space between the lines, and one can think of the three 
lines as one shape; then one can think of each line on its own, each 
angle on its own. 

One has actually found already over ten centration points without 
moving one's eyes because they are really tension points, some of 
which are as big as the whole triangle, some of which are as small as 
a given angle. While our visual attention moves across an image, its 
major configurations and relationships will keep recurring and reor-
ganizing. Our visual attention moves across an image as if we were 
redirecting a more or less real scene, at least to the extent that an 
image can be a real object and a depiction of something. 

When talking about the varieties of visual coherence, Leo Braudy 
has suggested that a representational art always re-creates the world 
around us as a new form of visual organization."9 And movies, be-
cause they exist in time, expand the shaping possibilities available to 
painting and sculpture. And since their methods are in part so sub-
liminal, movies can constitute a generally available method of creat-
ing visual coherence, the effect of which we can see around us every 
day in paintings, photographs, comic strips, sculpture, life-style, and 
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even the "scenes" our eyes pick up when we walk down the street, 
across a field, or into a room.540 

The main structural similarity between the eye and the camera is that 
both have lenses, and that isn't very significant, since everything in 
their perspective systems is entirely different. The camera captures 
on film a superficial and momentary impression of a scene, with an 
all over evenness which is as un-analytical as it is impartial, and with 
a fixity which renders it incapable of interrogation, correction and 
re-vision. In comparison, human vision, or rather human attention, 
entails the operations of the mind's eye; that is to say, it works like a 
rough-and-ready but versatile and self-correcting computer, which 
can summate and integrate a variety of glances, and for which 'I see' 
means 'I understand' since it functions by feedback between seeing 
and knowing, between seeing-as and interrogation.341 

The visual world around us is rarely at rest: and if it is then we are not, 
because our eyes move so that the image on the retina is constantly 
unstable. And when objects do pass us, they change their fo rm con-
stantly; even the most static objects are in a visual movement when 
we approach them or move our heads. When we are moving through 
visual spaces, the exact definitions are usually less important than 
some kind of rough perception and spatial location. In visual and pic-
torial perception there's a powerful element of analogue approxima-
tion:' It looks roughly like one, so it probably is one. ' For analogy is 
elastic (just as similarity is a matter of degree) and selective (it operates 
even when limited to certain aspects."342 

VISUALISING MEMORIES 

Visual and cognitive perception is not only the gathering of informa-
tion or activating the mind and its representations. It is also some 
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