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COGNITION AND VISUALITY

Cognition and Visudlity is a theoretical introduction into the cognitive
science related to art and its comprehension. Cognitive science is an
interdisciplinary way of scientific thinking, which has its implications
to the aesthetic theories. Cognitive science has its links with phi-
losophy, and deals seriously with aesthetical questions because of the
importance of mental processes and recognition in visual perception.
Jarmo Valkola argues that observers think, perceive, feel, interpret,
and apply knowledge of the world when viewing and making sense of
the works of art. This study integrates psychological and aesthetical
approaches and concepts to understand the complex processes of
art and its interpretation. Through different cinematic examples it
is possible to study artistic originality, and they are cognitively inter-
esting examples of pictorial orchestration of images and sounds in a

creative way.
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PREFACE

The roots of this publication lie in the longstanding collaboration
between the author and the department of Hungarology at the Uni-
versity of Jyviskyld. This collaboration begun already before the years
1999-2001, when the author was holding the position of professor
of Art Education at the same University. The collaboration started
with courses on Hungarian Cinema, and expanded into seminars and
symposiums on the same field. The most memorable of those were
the research project called Hungarian Contemporary History in the
Light of Hungarian Film, which had its closing symposium in the year
2000 at the University of Jyviskyli. This project included partners
from five different European Universities. The second very memora-
ble symposium happened during the 5" World Congress of Hungarian
Studies in Jyviskyld in the year 2001, when the author was organizing
a specific Cinema Symposium around Hungarian cinema. Still an-
other fruit of this expanding collaboration was the Théoréme special
issue on Hungarian cinema — Cinéma hongrois:le temps et I'histoire, sous
la direction de Kristian Feigelson avec Jarmo Valkola, postface de
Jean-Pierre Jancolas, Presses Sorbonne Nouvelle, Paris 2003 — with

a seminar in Paris n June 2003,

I want to express my special gratitude to professor Tuomo Lahdelma
(University of Jyviskyld) for his generous efforts in making this pub-
lication possible, and also to professors Bedta Thomka and Kristian
Feigelson for their most valuable remarks, and to artist Minja Revon-
korpi for the wonderful cover design and layout.

Jyviskyla, May 2004,

Jarmo Valkola






THE COGNITIVE MIND AND PERCEPTUAL PROCESSES

REFLECTIONS ON COGNITIVE SCIENCE

The term cognition refers to all processes by which the sensory input
is transformed, reduced, elaborated, stored, recovered, and used. It
is concerned with these processes even when they operate in the
absence of relevant stimulation as in images and hallucinations. .. it
is apparent that cognition is involved in everything a human being
might possibly do; that every psychological phenomenon is a cogni-

tive phenomenon.'

The more a science is concerned with causes, the more instructive it
will be: for an instructor is one who explains the causes of a thing. ..
the most knowable things are first principles and causes, for it is
through and from these that other things are known, and not they
through the particulars falling under them. The most authoritative
science, reigning supreme over subsidiary, is that which knows for
what purposes every act takes place, i.e. the final cause, the good in
each particular instance, and in general summum bonum in nature as

a whole.?

Science is not the piecemeal accumulation of facts; rather, it is a
struggle between competing theories. And it is not true that science
arrives at one answer, although elementary science may give this kind
of impression. As the work on the philosophy of science has shown, it
is a profound mistake to think of science as beginning from a kind of
theory-neutral observation.? Rather, science is saturated with theory,
so that the most realistic way to see the transition from one view of,
say, gravity to another is as the replacement of one battery of theoret-
ical concepts by another. It is the question of paradigm shifts.* What
distinguishes the work of different scientists is not what they have
done, but merely the theories they have brought to bear through their
experiments. Especially then when the theories and observations are

concept-mediated. One might say that hypotheses of science serve as
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chunks for conveying large amounts of information economically, and
that object perception is the chunking of bits of sensory information

so that we see objects.’

The concept of criticism is one widely used. Criticism is a kind of no-
ticing, the recognition of aesthetically relevant features of art works.®
If criticism is a kind of noticing then it does not follow that there
are general rules applicable across categories of works of art, or that
there are any otherwise specifiable foundations upon which critical
judgement is based. One notices features of aesthetic value, and one
learns to do so because one has an appropriate background in the art.
So, to take criticism as a kind of noticing is to reject a view of criti-
cism as somehow approaching works of art with no preconceptions,
or with no peripheral knowledge and experience of the critic. It is a

question of idea of criticism as a perceptual process.

The aim of criticism is to understand or to grasp the meaning of
the work of art.” Criticism is, in an interesting sense, a perceptual
process. By this is meant that criticism should not be modelled as
an approach to works of art armed with rules or sets of criteria for
aesthetic excellence that are then applied. Criticism should be mod-
elled as a kind of survey of both large- and small-scale features of the
object in question. Criticism is also a matter of scrutiny. This kind of
thinking amounts to the idea that criticism consists on scrutiny of the
work of art. And this kind of view conceives of scrutiny as an essen-
tially perceptual process.® Art criticism can lend support to different
kinds of efforts to go beyond the artistically straight and narrow by
providing evidence that creativity is a dynamic and forward moving
process. Criticism can help to lay the groundwork for a deeper un-

derstanding of the importance of art in human life.”
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The viewer brings in general truths about the work of art and knowl-
edge of some of the prevailing conventions of art. The critic brings
with him a great deal of information external to the particular work
under scrutiny. These levels might be general truths about the world,
and art world, prevailing conventions of art, and so on. The internal
truths of a single work of art must be gained from looking at the
work. This kind of contrast between the internal and external is cen-
tral to the scrutiny view of criticism. So, the internal truths passing
into critic’s cognitive stock must go through perception.lo The critic
may understand things, and the internal truths of the work, but he
must acquire that understanding by looking at the work, and in no

other way.

That is why the need for internal processing is strong it we are to
describe the subjective aspects of a narrative flow, including feelings,
emotions, and aesthetic effects. These kinds of perceptions happen
in the invisible body/mind interior, and belong to the subjectivity of
the spectator. This is something, which the viewer has to construct
by a series of cognitive acts.'' To whatever extent cognition, broadly
construed, turns out to be relevant to the explanation of social be-
haviour, emotion, psychopathology, or physical skills, the cognitive
scientist will be interested.!?

Judging reality depends on the modularity of the mind, on the poten-
tial for parallel processing by separate function centres in the brain.
Mental representations of a fictional or real object have the same lo-
cal reality in the mind, but the global module that judge reality-status
prevents us from mistaking the fictional for the real and also allows
us to experience emotions evoked by the local simulations.” The
spectator’s role is perceptual."* Understanding works of art is centrally
a perceptual process than an inferential one. There is no significant

step between how we perceive the work, and how we understand it.

10
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Understanding is rooted in scrutiny of the aesthetic surface of the
work. Perception supplies premises for an inference of the meaning
of the work of art. A certain cognitive stock allows the construction
of critically relevant evaluations, from which the judgement of mean-
ing can de deduced. Meaning and coherence are constructed not only
in different ways, but also on different levels within the reception.
Written and image-based discourses are exceptionally rich sources
of information from which a spectator can extract meaningful and

coherent experiences on a wide variety of levels."

Cognitive science is committed to the reasonable view that the
mind is a representational system, that is, an intentional system that
transforms, processes, stores, and retrieves information about the
world. This representational system is a rich one, consisting of a
priori structures, processors, and categories, which we use to create
an orderly picture of the world. As the picture is enriched and revised
throughout our lives we become continually better at anticipating
reality. Cognitive scientists perform their transcendental inferences
by generating hypotheses about mental processes, gathering relevant
data from human subjects, and thereby refining or rejecting the ini-

tial conjectures.'®

The arts are cognitive and a matter of active thinking. The symbol sys-
tem approach to cognition identifies the different arts as each being
a different symbol system, and thinking in the arts as processing, or
conducting operations on, the symbols of one of these systems. This
establishes the arts as cognitive. It also establishes them as unique
because each art medium is a difterent symbol system, and therefore
thinking within each symbol system is a unique kind of thinking.

Over the past 30 years cognitive science has revolutionized our un-
derstanding of mental processes. At the heart of this discipline is a

11
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central dogma, which plays a role analogous to the doctrine of atom-
ism in physics, the germ theory of disease in medicine, or plate tec-
tonics in geology. This central dogma is the ‘Computational Theory
of Mind’: which means that mental processes are formal manipula-
tions of symbols, or programs, consisting of sequences of elementary
processes made available by the information-processing capabilities
of neural tissue.'” Mental processes are operations by which the in-
dividual mind infuses meaningfulness and coherence into a fragmented
and non-meaningful objective world, generating holistic chunks of
phenomenal entities (e.g., objects, events, intentions, and causes)."®
Understanding is the general term for these processes, and features an
ongoing interaction between an organism and its environment. Un-
derstanding other people is one of the fundamental human problems.
We know much less about our ability to understand other minds than
about our ability to understand the physical world. One currently
prevalent theory of the evolution of cognition suggests that the ca-
pacity to understand, and so manipulate, our conspecifics was the
driving force behind the development of distinctively human intelli-
gence.'” Understanding is the way the world presents itself to us, and
this is the result of the massive complex of culture, language, history,

and bodily mechanisms that blend our world what it is.20

Individual claims about what our representations are about are fre-
quently made in the cognitive science literature, but still we don’t
know enough to theorize about the semantics of our mental represen-
tation system in the sense that linguistics provides us with the formal
semantics of natural language. We can still infer that the semantics of
our mental representation system must have certain characteristics.
We can talk about human cognitive capacities, which are intentional,
and can be pragmatically evaluated, and are productive. Cognitive sci-
ence is not only interested in the content of mental representations,

but also in where this content comes from, because for a mental

12
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entity or state to be a representation, it must not only have content,
but also it must be significant. A significant representation can pro-
duce an interpretant state or process in the subject, and this state or
process is related to both the representation and the subject in such
a way that, by means of the interpretant, what the representation
represents can make a difference to the internal states and behaviour
of the subject.” The interpretant of a mental representation for a
given subject consists of all the possible computational consequences,

inc]uding both the processes and the results of these processes.

For example, the so-called “picture theory” has a very long history,
going back to Plato or even Democritus, and until quite recently it
was almost universally accepted.”” All versions hold that having visual
imagery involves having entities, in the head or in the mind, which
are like, or functionally equivalent to inner pictures. These pictures
are thought of being composed of copies or remnants of earlier sense
impressions, complexes of visual sensations, which were they picture
like. Picture theory came under severe philosophical attack in the
middle years of the last century for being committed to an implausi-
ble, Cartesian view of the mind. However, Kosslyn has succeeded in
showing that his computational version of the picture theory is both
coherent and empirically credible.”” Tye seems to have convincingly
demonstrated that it is coherent given the assumption that compu-
tational data structures of some type are proper model for conscious
and intentionalistic mental contents.?* Cognitive science’s attempt
to explain intentionality by positing mental representations creates
a problem, because mental representations are usually taken to be
symbols. A symbol in the traditional semantic sense involves conven-
tions, both with respect to its meaning and respect to its syntactic
type. So, conventions themselves also involve intentionality, and that’s
why it is not so simple to explain intentionality by positing mental

representations or mental symbols.”® Usually, the single images and

13
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scenes symbolize something larger. Basically a symbol is an everyday,
straightforward method of expression. A word is a symbol for a thing,
and a concept is a symbol for a process or an experience. The point of
words, and concepts are obvious enough. They separate the response
to a thing from the thing itself, they emphasize certain features of the
thing, and they facilitate new analyses and new connections. The sub-
stitution of the symbol for its subject helps to emphasise certain char-
acteristics of the subject. The symbol enriches the context, but also,
the context influences the symbol. A sign might have a fairly precise
meaning, while symbol has a less definable meaning, and a vast wealth
of associations. The obvious meaning of a poetic symbol is often very
different from its associations. One has to bear in mind that every
symbol exists only as shown, because it is heavily influenced by every
nuance of the artist’s style. A symbol is not just something which one
adds to the story. The story itself is a symbol, and so are the various
situations, and other elements in the narrative.

Most discussions of cognitive theory conflate the notion of a men-
tal (intentional) content with that of a computational representa-
tion, failing to distinguish the computational mentalism dogma from
the view that brain function may best be understood and simulated
computationally. The computational theory of mind has led to rapid
progress because it has given a precise mechanistic sense to formally
vague terms such as ‘memory’, ‘meaning’, ‘goal’, ‘perception’, and
the like, which are indispensable to explaining intelligence. Dudley
Andrew touches this same regard: . . . we are now witnessing Ameri-
can film theory audaciously tendering a psychological model, often

set explicitly against psychoanalysis, labelled cognitive science.?®
Cognitive science is based on a non-behaviouristic, psychological
framework of research. To understand visual phenomena, behaviour,

or language, we need to understand the mechanisms and structures
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by which these activities are processed by the human mind and brain.
Aspects of cognitive research and thinking have their roots in Gestalt
psychology and phenomenology.”” Cognitive science has several phil-
osophical implications. For example, people often lack knowledge of
underlying mental processes; we are not adept at identifying causes

of our behaviour and mental states.

The mind is in cognitive sense a system of many different special
purpose processors, most of which have no idea what the others are
doing. Research in cognitive science indicates that people are prone
to a wide variety of characteristic reasoning and judgment errors. It
is interesting to notice that to whatever extent a person is capable of
achieving self-knowledge, rationality, and an accurate picture of the
nature of the mind as a whole, it will require much more than peer-
ing inward with our mind’s eye and applying natural knowledge and
reasoning abilities. The co-operative working of the different systems
of the brain supplies humans with information processing, and pro-
vides active and plastic adaptation to the environment. Itis a complex
of functional systems, organized according to plans and programmes

created by the social history.”®

THE ESSENTIALITY OF MENTAL PROCESSES

Cognitive schools have tried to describe the way in which percep-
tion and meaning are structured by human mental structures and
mechanisms. In Gestalt thinking, for example, grouping means that
the ‘whole’ is more than the sum of its parts. ‘The whole’ is a de-
scription of the result of the interaction of the parts. It means that
we establish a phenomenon, a concept, or a schema, for which the
associated features and aspects are its determiners. We can give con-
scious salience to the ‘determiners’, by asking what is understood

by a given concept, or by trying to reveal the underlying network of

15



THE COGNITIVE MIND AND PERCEPTUAL PROCESSES

associations. Psychologists have investigated the activation of network
of associations by investigating associative priming, the way in which
one phenomenon activates an associative network and by that facili-
tates mental operations on the items in the activated network.”” In a
way, Gestalt psychology was an extension of Helmholtz’s constructiv-
ist ideas. Where the behaviorists insisted that psychology was simply
the study of how objective stimuli come to elicit objective responses,
the Gestaltists pointed to simple demonstrations casting doubt on
the idea that objective stimuli even exist. Although many of the idea
were in the area of perception, they were also extended to memory,

and problem solving.m

The essentiality of mental processes is typical for cognitive approach.
Mental structures are involved in the process of perception itself,
and this idea can be found in many cognitive theories, which take
the testing of mental structures as central to the perceptual process.
Top-down and bottom-up processes are used by many constructive
theories. Gestalt psychology is interested in perceptual organization,
which means how we unite things and elements into patterns or ob-
jects. Gestalt psychology wants to determine the concepts through
which we organize parts into a whole, and make conclusions like a
shape is more elementary and easier to remember than background.
A shape is seen in front of a background, and a shape is like formless
material, which seems to stress behind the background. The contours
that seem to differentiate the shape from the background seem to
belong to the shape. All gestalt solutions are not generally accepted
but many of the problems proposed by Gestalt psychology have still
current value. Perception is an active and constructive process. Per-
ception does not come straight from sensory information but is more
likely a combination of the interaction between sensory information,
internal hypotheses, expectations, and knowledge. So, the sensory
information forms a basis for larger processes.

16
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There is a long-standing tradition in philosophy that perception
(especially touch and vision) gives undeniably true knowledge. Phi-
losophers have generally sought certainty and have often claimed it,
whereas scientists are more used to modify their theories by new data,
have been more flexible. Still, many scientific instruments have been
developed because of the limitations of the senses and the unreliabil-
ity of perception. It is worth asking why we have both perceptions and
conceptions of the world. Why is perception separate and in many ways
different from our conceptual understanding? It is because percep-
tion works very quickly whereas conceptual thinking is much slower
because it might take years to form adequate concepts. Knowledge
and ideas are in a way timeless, and it does not seem possible to think
that perception could use all of our previous knowledge because it
works so fast. Still, there is a special intelligence in perception. It can
be argued that the development of distance perception freed organ-
isms from the tyranny of reflexes, and was the necessary precursor of
all intelligence. The special intelligence of perception has been widely
discussed. An earlier account portrayed sensory perception differ-
ently as a passive un-distorting view through which the mind accepts
sensations which were considered to be sense-data of perception. On
this kind of account sense-data may be selected according to need or
attention; for vision the brain (or mind) has little to do except select

and pick up features of the ambient array of light.

R. L. Gregory thinks that perception is not determined only through
sensory information. Perception is a dynamic process, which includes
a search for interpretation based on sensory information, and the
usable knowledge concerning the properties of objects in question.
This knowledge is maintained by earlier experiences, which are born
through sight and through the information gained by senses. In Gre-
gory’s thinking objects have past and future, because an object tran-

scends experience and becomes an embodiment of knowledge and
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expectation.’’

It is very difficult to give an answer to that how we
perceive the reality. One must learn to differentiate between different
reactions, born and learned. The behaviourist model is too restric-
tive to study perception, because perception is experience based on
worldly objects.’” The senses cannot produce direct perception of
the world, but instead they offer proofs of testing hypotheses of what
lies in front of us. A perceived object is a hypothesis, suggested and

tested by sensory data.”

THE IMMEDIACY OF PERCEPTION

Perceiving objects is a kind of problem solution. Sometimes eye and
brain can make false conclusions, and then we see a hallucination or
an illusion. Perception and thinking are not totally different process-
es, because especially many sided figures and images will proof that
perception includes delicate processes even in the basic level.”* It has
been long known that in perception there is a likelihood principle,
and in perception there are also unconscious inferences. Perception
includes unconscious conclusions, and the whole perceptual process-
ing includes many complicated mental processes, which we are not
aware of.”® Julian Hochberg thinks that perception includes uncon-
scious conclusions as well, and through that it is possible to explain,

for example, illusions.*

When a person watches a view he or she gains information through
fixations and eye movements. Eye movements are necessary for de-
tails, because we can clearly see only those details that are very near
to the point we are looking at. Eye movements are also important,
because the impression of depth comes through certain features that
function as local depth cues. Eye movements are not arbitrary, but
instead every eye movement seems to be in forehand decided. Eye

movements are guided by the expectations, and those expectations
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will arouse on the basis of what we have learned to expect in certain
situations, and what we have learned about the regularities of forms
and shapes. This is also underlined by Neisser, and he thinks that eye
movements are guided by received information, and that we are not

totally aware of the order of eye movements and fixations.”

A person gathers visual information through eye movements, which
he or she then fits into a schematic map to produce a unified percep-
tion. A schematic map is the program of possible samplings of an ex-
tended scene, and of contingent expectancies of what will be seen as a
result of those samplings.*® A schematic map is a matrix of the mind’s
time and space expectations, which integrates different glances into
one perceptual structure. When we are watching a view, most of it is
not in the retina, but in the mind’s eye. The view has been stored in
encoded form, and not as a mental mirror image. A sudden glance
can be a sensation, a schematic map can be an image, and perceptual
structure can function as perception.” A schematic map is not just
a visual storage or passive afterimage, but an active director of the
whole perceptual process. Eyes are directed to what may be needed

next, and to checking current perceptions.

According to Neisser, not just reading, but also listening and watch-
ing are skilled functions that happen through time. They are all de-
pendent of earlier structures, which are called schemes. They are
internal parts belonging to a perceivers perceptual cycle. Those parts
can be changed by experience connected with the perceptual mate-
rial. Schemes direct perception, and at the same time they can be

0 Because we see what we

changed during the perceptual process.
are looking at, the schemes together with the valid information con-
trol the perceptual process. Perception is a building process, where
the perceiver actively explores the surroundings by moving the eyes,

head, and body, so, that one can gain all the possible information. In
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every moment the perceiver forms expectations, and tests it. New
information can change the original scheme, and a new scheme can
guide future perceptions. Schemes are expectations or anticipations
through which the past influences the future. This whole percep-
tual process is a perceptual cycle.* The theoretical foundation of the
cognitive approach lies in schema theory. “Schemas (or schemes)
are complex types of cognitive structures representing generic so-
cial experiences and cultural knowledge. They contain the common
and characteristic features of similar phenomena, for example similar
objects, events, situations or discourses. .. they exist in the minds of
individual subjects as psychic structure, but they are linked to the
socio-cultural and historical realities. Schemas are developed from
daily life experiences which in their turn reflect socio-cultural cir-

cumstances at a certain point of history.”42

Perception is not just a recognition of previous assumes, but it pro-
duces new knowledge for the organism, and although a perceiver might
have some expectations when he or she gains information, these ex-
pectation can be fixed and modified during the perceptual process.
The difterence between a skilled and unskilled perceiver is not that
the former would ad something into the stimulus, but in this that
a skilled perceiver can gain more information about the object. A
skilled perceiver can realize features and higher structures that are
not noticed by others. In a way the schemes of a skilled perceiver are
more developed, so, they can receive broader information, and they
can handle more complicated information. Learning through percep-
tion can affect a schematic map, so, a perceptual learning can affect
what we are looking at, and how we remember what we see. Neisser
uses the concept a cognitive map, which means a kind of space and
orienting schema, and he thinks that perception is a process where
there are many different perceptions. These perceptions change orig-

inal schemes and every person has his or her own schemes due to a
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personal life. It is a testing of hypotheses, but these hypotheses are
strictly bordered, very general and not very specific by nature.®® Two
different criteria are often used to attribute to people map-like or-
ganization of spatial knowledge. One is when spatial inferences about
the direction and distances among locations can be made without
direct experience. The other is when it is possible to take mentally
a different perspective on an entire spatial layout. This can be done
by imagining oneself in a different position with respect to a layout.**
It is possible to think of cognitive maps as databases, and the term

cognitive map is often being used more and more metaphorically.

Nowadays also art scholars are beginning to acknowledge the cog-
nitive dimension of art and are questioning what should be taught.
What can we learn about works of art and how can we make con-
nections between information, one’s own life and the world we are
living in? For example, discipline-based approach in art education
has emphasized the point, that works of art present us with intricate
meanings, and to understand such meanings requires abilities to ex-
plain them. Therefore, one aim of a discipline-based art education is
to develop students’ ability to interpret works of art on a more chal-
lenging and sophisticated level. Still the current ideology and practice
in art education are embedded in contradictions and often appear to
vacillate between modernist and postmodernist theories of art. Many
art educators continue to use modernist works of art from which to
teach. It is due to the easiness to use modernist theories as a founda-

tion and understanding of the work of art.*®

FROM PERCEPTION TO RECOGNITION

When we view a scene, the world seems to be filled with objects that
have particular shapes, colours, and material properties. The primary

source of information that we use to acquire information about our
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world is visual, which relies on the light reflected off of object sur-
faces to a point of observation. Our knowledge of object structure,
and aspects of our visual world, is determined by the structure of the
surfaces of objects, since it is there that light interacts with objects.
Compositional features like centres of interest may be graphic rather
than scenic, in a sense like abstract paintings can have them. The
spectator’s attention is easily pre-empted by focal points, like a con-
figuration of strongly contrasted colours, or a nexus where many line
converge at sharp angles. Colour and composition can compete, and
graphic structures are always vulnerable to non-pictorial priorities,
such as literary content.** Movement is a primary graphic feature,
because it is so conspicuously concrete. It is somehow assumed to
be more realistic than the static spaces within which it occurs. The
movement in an image is real, but only in the sense that everything
else in the image is real. As a representation of another movement, it
is not often realistic, and when it happens to be realistic, no special
consequences flow. The human mind is biologically pre-programmed
to accord a high priority to movement. Pictorial organisation can in-
tensity effects palpable in real-life vision. Although movement in itself
is completely abstract, different factors can give movement a kind of
character, which interacts with other elements. Movement resembles
all the elements of concrete form in suggesting a range of dynamics,

and it is highly responsive to dramatic or semantic elements.

It is said that perception is usually dependent of concepts. When we
perceive something, we also perceive it as some one. Perceiving relies
on knowledge of the world around us. It might be difficult to separate
knowledge of the world, knowledge of semiotic form, and knowledge
of meanings, because far from being separate levels, zones, or disci-
plines each implies the others. Knowledge of semiotic form is part of
our wider knowledge, which can only be a knot of all these things. If

one replaces paradigms like separate levels by models like interacting
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subsystems, then coherence and correspondence will stand revealed
as synonyms for the same co-ordination. Certain knowledge is not
always necessary, and it is surprising how well probabilistic infer-
ence can repair deficiencies in knowledge. The majority of traditional
psychological theories investigate perception as recognition of some-
thing, and there are also methods through which we can observe the
different phases of perception. Nowadays there is also talk about di-
rect perception. We observe other things more than others, and what
is in the centre of the focus, is usually seen clearer. This relates to
the function of the eyes. For example, Ulric Neisser suggested some
years ago that there are three different ways of perception: direct
perception, recognition and interpersonal perception.47 We perceive
objects through different phases. In the first pre-attentive stage of
processing, stimulus will be divided into primitives. In the second
focused attention stage of processing these primitives are united into
a whole.* For example, Bela Julesz thinks that the differentiation of

textures depends on local features, primitives that he calls textons.

These textons will form textures, and they don’t have to be totally
identical to form groups.*’ The different parts of perception will be
differentiated through different textures. In the pre-attentive stage
of processing the textons will be united into textures quickly and
automatically. After this there will be a recognition of patterns and
objects The process will happen in the bottom-up style during the
first phase, and later on also from top-down. Also Anne Treisman
thinks that in the pre-attentive stage of processing there will be per-
ceptual organization and differentiation of the textures. She thinks
that different perceptual laws organize visual views into homogenic
areas and elements. This phase is a beginning one, from which we are

not aware of.*°
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Also Michael Tarr believes that a perceptual organization will happen
in the early stages of visual processing, and it is needed for the devel-
opment of more complex representations.* Perceptual organizing has
two ways of processing, the grouping of and separation of features.
The different perceptual laws will describe more thoroughly this or-
ganization, and they function although all the possible information
concerning the view in question is not available. Treisman thinks that
essential grouping of features will happen during the slower, focused
attention stage of processing. This stage selects and integrates fea-
tures into certain positions. Focused attention stage of processing is
also needed to form a temporary object representation or object file
from a certain object, and it will be fulfilled constantly, for example,

when the object changes through movement.

Attention can be intentional, even prefigured. If some things draw
our attention, this can be unintentional. Attention is an aspect of
consciousness., but not a synonym with it. If the attention is divided,
then a temporary representation includes those features that char-
acterize the whole structure of different elements as a group. There
might be two ways of looking: one for the perception of local forms,
and the other for larger perception. Selective attention is the factor
that leads to the perception of details, and one can consider the larg-
er, global perception as a very general process, which includes even
then perception of all those things that are beyond our attention.*
The recognition of objects will happen then, when temporary repre-
sentation will be measured with the patterns in the memory or with
the descriptions that have taken place with the previous objects in
mind. Sometimes during active perception the representation that is
all the time tulfilling itself will change into something else. Then the
recognisable object might change into another that is more appro-

3

priate.”> The perception and recognition of objects takes normally

more than just the right selection and listing of features.

24



THE COGNITIVE MIND AND PERCEPTUAL PROCESSES

Normal perception takes place between earlier knowledge, and sen-
sory information gained through perception. The most significant
consequence that deals with the grouping of features and parts is that
there will be emergent features, which are directly perceived. One
can perceive directly the parts or groups formed by them, and these
are the emergent features.** Also other tests have proven that a target
may be recognized based on very little information. They show that
a spectator in front of an image with a previously unseen view can
through one fixation extract enough information to understand it.**

This is very essential for the viewing of art, and its objects.

Irving Biederman’s theory recognition by components is a constructive
one, because he says that in the first phase of perception the objects
are divided into basic elements that are then unified, and the gath-
ered wholes are then recognized by comparing them with the rep-
resentations in memory. Three-dimensional objects are recognized
through volumetric elements that are called geons.*® Geons are basic
materials of perception, and by combining them it is possible to build
up many thousand objects. Geons can be perceived at least from five
easily recognisable properties of object line: collinearity, curvilinear-
ity, symmetry, parallelism, and cotermination of segments. Our vis-
ual system differentiates those properties from the two-dimensional
retina image, and they are strong proofs that the three-dimensional

world has the same properties.57

The perceptual laws (like the Prignanz law) have a significant role in
the formation of geons. If the basic elements can be perceived, and
the perception of objects is based on basic elements, then the object
can be recognized. The recognition can happen very easy when there
is enough information to recognize the geons of the object. When
geons are found the ordering of them are compared with the rep-

resentation in memory.58 The crucial thing is that all the geons are
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perceivable, because they can be recognized quickly through some of
them. Of course, the whole object will offer a more optimal possibil-
ity to recognize geons, and the object. This is important because if
object recognition would happen with a large amount of information,
the process would slow ready for mistakes. Through practical expe-
rience we know that object recognition is a very quick and precise
process. On can also assume that the recognition of very complex
objects last longer than the recognition of simple ones, but because
the recognition of objects happens through simple basic elements,
the complex objects will be as quickly recognized.*® Because object
recognition is based on geons from difterent perspectives, the whole

object is quickly recognized nevertheless what the perspective would

be.

There is also point of views that object recognition is bound with
the perspective. The recognition of an object through a new point of
view or perspective is more easier because in the mind exists already
a storage of representations with different point of views. When we
have seen an object through many perspectives, the recognition of it is
not bound to a certain perspective ® In David Marr’s computational
theory the process of seeing includes different phases through which
the retinal image will change into three-dimensional representation.
The first phase leads into a primal sketch where visual system’s main
function is to recognize the properties of two-dimensional image.
The recognition includes the changes of light sources and highlights,
and the primary analysis of local, geometric structures. At the same
time, a group of basic elements is identified, and many perceptual

laws are being adapted.
The second phase leads into a 2 /2 D sketch, the visual system proc-

esses information, which was included in the primal sketch. The goal

is to reach a representation concerning the depth and direction of
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surfaces. 2 V2 D sketch is an internal representation of the physical
world, and it is reached through top-down process. After this the
2 V2 D sketch in formation will be changed into a 3-D model rep-
resentation, which is a three-dimensional vision of the world. The
recognition of objects will happen when 3-D model representation
is compared with a list in memory of 3-D model descriptions. When
an appropriate model is picked up from the list, it is possible to make
a better analysis concerning the representation.® The importance
of the theory lies in the assumption that perception is born out of
analysing the information of the retinal image. Relatively simple sen-
sations are affected top-down by the prevailing perception, or hy-
potheses, of the objects before eyes. Top-down knowledge of specific

classes of objects also has clear perceptual effects.

Knowledge can work downwards to parcel signals and data into ob-
jects. As knowledge changes, the parcelling into objects may change,
both for science and perception. For example, the criteria for rec-
ognizing and naming the various features of a machine as separate
depend very much on our knowledge of functions. It is a question of
the importance of upward and downward processing in perception
and science, the complex interplay of signals, data, and hypotheses.
Unravelling this is essential for understanding the strategies and pro-

cedures of perception and science.

A profound difference between perceptual and conceptual objects is
that perceptual objects are always concrete ones, while conceptual
objects of science may be abstract ones. The perceived objects have
spatial extension, and they may change in time, while conceptual ob-
jects cannot be sensed, may be unchanging and spaceless, and yet
have the status of objects in that they are public. Although concrete

objects may have features that are abstract, as we believe especially
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from scientific knowledge.®* According to Gregory, there are differ-

ences between perceptual and scientific hypotheses.63

Firstly, perceptions are from one vantage-point, and run in real time,
but science is not based on a particular viewpoint. That is why percep-
tion differs from conceptions by being related to events in real time
from a local region of space, while conceptions have no locale and are
essentially timeless. So perception is far more limited in range and
application than conception. The basis of empiricism is that all con-
ception depends upon perception, but conception can break away
from perception, and create a new world. Secondly, perceptions are
of instances, and science is of generalizations. We perceive individual
objects, but we can conceive generalizations and abstractions. Third-
ly, perceptions are limited to concrete objects, while science also has
abstract objects. The contribution of inferences and assumptions to
sensing even simple makes the distinction between concrete and ab-
stract objects difficult and perhaps impossible. Fourthly, perceptions
are not explanations, but concepts can be explanatory. Scientific hy-
potheses are closely linked to explanation. Perceptions have far less
explanatory power, but might have some. Fifthly, perception includes

awareness, and the physical sciences exclude it.

This is striking difference between hypotheses of science and percep-
tion. Sensations are involved in perception, but awareness, or con-
sciousness has no place in the hypotheses of physics. Much of human
behaviour controlled by perception can occur without awareness:
consciousness is seldom if ever necessary. There are marked simi-
larities and important identities between hypotheses of science and
perceptions, however the differences are extremely interesting. It
may be that developments in artificial intelligence might provide new
conceptions. In a way, perceptions are like hypotheses, conclusions
of unconscious, and inductive inferences, so, the concept of the nor-
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mal meaning of frequently repeated perceptions can come about with
immutable certainty, lightning speed and without any meditation. By
frequent repetition of similar experiences one can attain continually
recurring connections between very different perceptions. Meanings
can be built up inductively, from many different sources, and both
tor language, and for perceptions. In this process, our ideas of the
physical form of objects happen inductively, by combining visual ex-
periences from different viewpoints. At any given moment on sees
the world from one viewpoint, and from one angle. In that sense
each shot on the screen corresponds to a glance, but the succession
of shots is very unlike a succession of glances. The human eye oper-
ates on very different mental principles like a camera, and our glances
shift to focuses of attention within a vaster field of peripheral vision,
and this field constantly interrelates the glances within it at the same
time as our short-term memory co-ordinates the series of glances in

a serial, and on-going way.

The perception as a whole is based on many different systems, which
are partly independent modular systems. As mentioned before, per-
ception includes three basic forms and systems: direct perception,
interpersonal perception, and representation. There exists also many
other modular systems like memory system, motoric control system,
and the system of writing, which are in collaboration with each oth-
ers, and that’s why quite hard to separate. For example, direct per-
ception is only one form or system of perception, and it is innately
prepared, and concerned with pariental pathway.* In direct percep-
tion the spectator is active, and can get the kinetic depth effect. In
visual experience, depth effects are created by the nervous system
and the mind.** Many cognitive functions are dependable on mental
representations: we have to identify targets through the information
stored in our memory. This kind of recognition might change from

very simple cases into very Complex ones. In art one example Of a
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complex one would be like recognition of a Rembrandt painting.
Recognition is always determined by the past: to recognize some-
thing we have to notice the similarities between the actual informa-
tion, and the information of some earlier moments. The effect of the
past into cognitive processes is a very complicated issue, which can’t
be explained just through information storage. In learning there is
an interaction between experience and earlier understanding. The
recognition of single objects depends usually on the perception of
certain characteristics, and textures. In everyday experience, all these
three forms and systems of perception will function smoothly to-

gether.

PERCEIVING OBJECTS AND ART

The different theories, and scientific approaches to perception have
open up horizons in this field. A broader view of perception can see
these different approaches as complements of each other, and help
us with a better understanding of the whole process. The perceptual
laws and other gestalt psychological principles can help and guide
us how to organize perceptions into unified patterns and objects.
The perceptual laws describe the effects of certain innate, and very
early learned schemes into the organization of perception. Gestalt
psychologist thought that these organizing principles have a physi-
ological basis, and so they would be innate ways of organizing percep-
tion. If we think that there are innate and learned schemes, we can
see the unification of many perceptions, although our experiences
and interpretations of them might be very different, but still in the
background there is a common information, which has been picked

from the same targets.

The innate psychological schemes seem to be sometimes flexible. In

the studies concerning many sided and complex image interpreta-
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tions, there is a perspective according to which the primary organi-
zation of perception might happen in several ways. So, the innate
schemes are not always stift but can produce different shapes on the
same material basis. Different perceptions are consequences of dif-
ferent schemes that will change during lifetime, and in the percep-
tion of art this seems that the same work of art looks different while
to be watched during different periods of life. Perception functions
remarkably fast, because unexpected events do happen. We have per-
ceptual hypotheses and conceptual hypotheses of the world, and they

are different, and might work on different time-scales.

Different visual models, descriptions, and representations are partly
learned, because they are based on earlier experiences. All learned
schemes are not models or representations, because they can deal
with the ways and principles of perception. The different visual mod-
els, descriptions, and representations are linked with the basic system
of perception, recognition. Very brief glances are relatively immune
to the effect of learning, but learning can affect the schematic map,
which is a learned model or representation of an object. Perception
is related to conception by perceptually guided activities requiring
understanding. The reality is made by private hypotheses of percep-
tion, and shared hypotheses of conception.

A learned perceiver of art has developed better schemes, models,
and representations, and can take in more information, and can find
out more complex connections between elements and things like an
unskilled perceiver. Because learned schemes can be models and rep-
resentations of objects, they can be endlessly formed. Learned and
innate schemes might have different roles in different situations, and
they function in different phases of perception by completing each
other.
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The innate schemes do not lead straight into the recognition of an
object. They work more as organizers of perception. The learned
schemes have a role in recognition. They are models, descriptions,
and representations. The learned schemes can be guiding models of
action. It is possible that the differentiation between learned and in-
nate schemes is purely theoretical, and actually it is a question of
combining the two. The perceptual laws itself do not bring in the de-
sired effect, it is produced by learned models, descriptions, and rep-
resentations. Because of the learned representations, certain shapes
can gain more meanings than others, and can be based on previous
knowledge of the world it is possible to form expectations that will

guide to a proper interpretation.

The different models and representations are kind of hypotheses, and
not often very accurate representations of the views in front. The hy-
potheses of representation have formed through experience, which
brings in new expectations guiding our perceptions. While observ-
ing complex images the existence of learned representations is more
clear, because in front of them it is possible to gain different inter-
pretations and meanings. While recognizing targets inside the images
one has to deal with more interpretati()nal processes than in perceiv-
ing the reality. Through associations one can link unseen features into

familiar objects.*

For example, in face recognition one can quickly perceive the es-
sential and structural features of a face. The recognition of a familiar
face happens through the distinctiveness of a face.®’ Face recogni-
tion requires holistic recognition, which has its advantages also in
object recognition. Instead, the recognition of letters is more like
part-based recognition, useful in object recognition but not in face
recognition. There is also a perspective according to which it is not
possible to recognize objects without the cultural context surround-
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ing them. One can think that the influence of the past into human
beings cognitive processes is much more complicated process than
just a hint some processes, which store information. We learn to
perceive things through human communication, and the produced
knowledge will move on to new situations as models, ways, and prin-
ciples of action.

Perception is, in a sense, pattern recognition but not in the sense of
recognising a simple template, like the visual equivalent of a para-
digm. It is more like the ability to compare and contrast similarities
and differences, and co-ordinate them as variations. Such a co-or-
dination is not conscious in the sense that one spells it out in his
or her mind, nor even in the looser sense that it is under voluntary
control, or that one can easily become conscious of it. Rather it is
in the pre-conscious area, a zone of mental operations, which are
sometimes easy, sometimes difficult, and often impossible to render
conscious. The mind has many levels and sub-systems of which some
are low-level reflexes, or sequences of motoric instructions. Others
are perceptible but normally they interest us very little. Much of our
complex, higher-level thinking is preconscious too. One rarely can
spell out every stage in an associative chain. Most reconstructions of
associative chains are done by retrospective hypothesis, and they nev-
er explain the omission of equally available alternatives, and they can
hardly cover more than one aspect of such search procedures. The
mind sets out from several aspects of a task in situation simultane-
ously, and what it offers as a solution to these multiple requirements
is the product of convergence from every feature of context, content,
function, and goal. The model of multiple, simultaneous operations
allows one to understand the brain’s remarkably efficient compromise
between speed and heterogeneity. Rather than following old associa-
tion chains, the brain must have far more efficient systems for cross-

indexing and excluding information. For most of these operations,
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consciousness is unnecessary, and full articulation in consciousness
would consist of impossible slowness. Most of the conscious thinking
takes the form of vague awareness, where the vagueness stands for a
pre-conscious knowledge, which can often be so quickly retrieved,

that one thinks of it as having been conscious all the time.

THE NATURE OF VISUAL THINKING

According to Rudolf Arnheim perception itself is cognitive, to see is
to perform operations on visual materials. The cognitive operations
called thinking are not the privilege of mental processes above and
beyond perception but the essential ingredients of perception itself.
It is a question of active exploration, selection, grasping of essentials,
simplification, abstraction, analysis and synthesis, completion, cor-
rection, comparison and problem solving. These are the ways that
the mind treats cognitive material at different levels.®® Each of these
operations is a component of intelligence and of perception. Take,
for example, the fundamental operation of selection. If one is to se-
lect some aspect of a visual situation for attention, and for further
processing, then one must select a particular shape, colour, patch,
or line. The same is true of all such operations, which are thereby
shown to be indisputably both cognitive and conducted from the very
beginning in visual terms. That is why Arnheim called them visual

thinking.

A difference between passive reception and active perceiving is con-
tained in elementary visual experience. Arnheim insists that although
a retinal projection is given, it is not the essence of perception. That
given world is only the scene on which most characteristic aspect of
perception takes place. The perception takes place through glances,
directed by attention, and focusing the narrow range of sharpest vi-
sion on different aspects.”” It is an active concern of the mind. Per-

ception also consists in the formation of perceptual concepts. Vision
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deals with the raw material of experience by creating a corresponding
pattern of general forms, which are applicable not only to the indi-

vidual case at hand but to an indeterminate number of similar cases.

Arnheim does not want to point out that perceiving is an intellectual
operation. What he wants to say is that there are striking similarities
between the elementary activities of the senses and the higher ones
of thinking and reasoning. The same mechanisms operate on both
the perceptual and the intellectual level so that we need terms like
concept, judgment, logic, abstraction, conclusion, computation, to

describe the work of the senses.”

Perceiving accomplishes at the sensory level what in the realm of rea-
soning is known as understanding. Much of human inference depends
not on deduction, but on inductive probabilistic reasoning under
conditions of uncertainty. Everyday inductive reasoning and decision
making is often based on simple judgment heuristics related to ease
of memory retrieval and degree of similarity.”' Gregory has the same
kind of concept on perception. He thinks that perception can’t be
deductive thinking, because perceiving things is not only a human
operation. That’s why it is more inductive thinking, and for this rea-
son we can, for example, experience perceptual paradoxes.” Think-
ing can be inductive, and it presupposes selection and choosing. The
visual concept of the object derived from perceptual experiences has
three properties. It conceives in itself the image, where the object can
be seen as three-dimensional, of constant shape, and not limited to

any panicular projective aspect.

That is why a person’s visual concept of the object is based on the to-
tality of observations from any number of angles. It is still a visual con-
cept, and not a verbal definition obtained by intellectual abstraction.

Sometimes intellectual knowledge helps to form a visual concept.
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Object’s certain and essential feature will appear best from different
angles. Visual concepts must be distinguished from so-called eidetic
memory images, which make it possible for some people to project
upon an empty surface an exact replica of a scene they have perceived
before. We can compare them with afterimages, although they can be
scanned by eye movements, and this is not possible with afterimages.
According to Arnheim, eidetic images are substitute percepts and as
such mere raw material for active vision. For example, the problem of
surface perception is difficult because the visual system is confronted
with the problem of untangling the different physical causes of the
images on our retinas, and filling in missing information when only
portions of a surface are visible. Much progress has been made in
understanding how the visual system infers surface structure in some
simplified images, but still much remains to be done before we have

a full understanding of how our visual system works.”

SCHEMES OF THE MIND

Eidetic images are not constructs of the formative mind like visual
concepts.” The visual concept of anything that has volume can be
represented only in three-dimensional medium, such as sculpture
and architecture. If we want to make pictures on a plane surface, all
we can hope to do is to produce a translation, to present some struc-
tural essentials of the visual concept by two-dimensional means.”
Also Gombrich point out that an image is translation or transforma-
tion but this transformation has to be reversed to obtain the required
information.” In talking about visual concept and perception, it is
not only a question of image perception but of perception in general.
For example David Marr and Irving Biederman think that represen-
tations and descriptions of the mind are object-centred. So, a visual

concept is not just a reflection of some aspect.
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One can call Arnheim’s visual concept a representation or scheme of
the mind, which is a three-dimensional model composed through ex-
perience, and not a scheme related to the organization of perceptions
and of principles concerning with the perception. Arnheim believes
that by investigating the drawings of children, we can find out what
and how they will perceive things? The early drawings of children
show neither the predicted conformity to realistic appearance nor
the expected spatial projections.” So, children actually draw visual
concepts. Earlier it was suggested that children are technically unable

to reproduce what they perceive.

The nature of cognition is adaptive, because perception, memory, and
reasoning do not operate simply for their own sake. Much of our cog-
nitive apparatus evolved to serve basic functions of life, and human
cognition involves intricate systems for motor control, and learning.
Arnheim thinks that the drawings of young children show incomplete
motor control.” The lines are yet accurate enough to indicate what
the drawing is supposed to be like. Other theorists have maintained
that children aim at making straight lines, circles, and ovals because
these simple shapes are relatively easy to draw. This might be true but
does not indicate what mental process induces children to identify
complex objects with geometric patterns. We cannot interpret them

as simplified projective images.79

The mental life of children is intimately bound up with their sensory
experience, and if the child’s mind contains any non-perceptual con-
cepts of roundness, straightness, or symmetry, how would they be
translated into visual shape?® If they are derived from visual experi-
ences, should we believe that the primarily raw material is processed
into non-visual ‘abstraction’, to be translated back into visual shape
for the purpose of image making. Because visual perception is based

on optical projection, the sense of sight was deemed incapable of
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conveying a truthful image of what three-dimensional things really
look like. Nevertheless if we realize that to apprehend a shape of an
object by touch is in no way simpler or more direct than apprehen-
sion by vision. For example, to experience space kinaesthetically, the
brain must create that experience from sensory messages that are not

spatial, and kinaesthesia involves the same kind of task as vision."

A grown up person selects visual interpretations concerning difter-
ent objects on the basis of visual information at hand. Other senses,
like touch, will atfect our perceptions, but they do not determine the
perception.®? Perception does not consist of photographically true
recording of something, but more like reaching out for the structural
features of something. In perceiving an image one perceives actively
the structural features of an image. The human mind can be forced
to produce replicas of things, but it is not naturally geared to it. Since
perception is concerned with the grasping of significant form, the
mind finds it hard to produce images devoid of that formal virtue.*”
An artist may start his or her work based on an idea, which is then
worked out through some vague scheme, and then gradually fixed
with new ideas. If an artist tries to reach out something, which cor-
responds to real perception, then what kind of scheme or mental
representation is there to be fixed? One can think that the concept
of a scheme might be different when applied to perception of reality

than to representation of it.

Perception depends on active, psychologically based processes. It is
accepted that stored knowledge and assumptions actively affect all
kind of perception. Perception consists of forming visual concepts,
and mental representations, and making an image is like produc-
ing representational concepts on the basis of visual concepts. These
concepts and representations are structures consisting of essential
and special features. This means that although a mental representa-
tion of a mind or a visual concept contains more information about
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an object than what we can perceive from one perspective, it still is
a simplification of the object.** Phenomena of this kind find their
explanation in what gestalt psychology describes as the basic law of
visual perception: Any stimulus pattern tends to be seen in such a way
that the resulting structure is as simple as the given conditions per-
mit.** Simplicity can be defined by means of information theory: The
smaller the amount of information needed to define a given organi-
zation as compared to other alternatives, the more likely the figure
will be so perceived. Both a psychologist and an artist must come to
realize that the perceptual experience of looking at a figure cannot be
described as the sum of the perceived components.*® Objective and
subjective simplicity do not always run parallel. A perceiver may find
a sculpture simple because he or she is unaware of its intricacy, or
find it confusingly complex, because he or she has little acquaintance

with even moderately elaborate structures.®’

It appears that we have a tendency to see things as wholes. What is
seen in a particular area of the visual field depends strongly on its
place and function in the total context. Of course, the structure of
the whole may be modified by local changes. This interplay between
whole and part is not automatic and universal. A part may or may not
be influenced by a change in the total structure. This illustrates just
that any visual field behaves as a gestalt.®® If attention is focused, we
can see details, but when attention is split, we perceive more about
whole than its parts. So, the quality of attention reflects the nature of
perception. Even though well-organized figures cling to their integrity
and complete themselves when distorted, we should not assume that

such figures are always perceived as undivided, compact masses.*
Shape is not the only factor determining the splitting of visual field.

Similarities and differences in brightness and colour can be even more

decisive. The appearance of any part depends, to a greater or lesser

39



THE COGNITIVE MIND AND PERCEPTUAL PROCESSES

extent, on the structure of the whole, and the whole is influenced by
the nature of its parts. Arnheim thinks that no portion of a work of
art is ever quite self-sufficient.”® Picasso, after experimenting with
sketches of rather complex hands and figures for his mural Guernica,
made them much simpler in the final work. Every painting, sculpture
or film carries meanings. Whether they are representational or ab-
stract, they are about something. An image can present a visual state-
ment, and the simplicity of art objects involves not only their visual
appearance in and by itself, but also the relation between the image
seen and the statement it is intended to convey. For example, sim-
pli(‘ity requires a correspondence in structure between meaning and
tangible pattern. Gestalt psychologists call this isomorphism, a require-
ment for design in the applied arts as well.”' A visual concept is some-
thing that comes through visual, and not verbal thinking. Generally,
the models, descriptions, and representations stored in memory are

usually visual.

COGNITIVE VARIATIONS IN PERCEPTION

There are two kinds of perceptual thinking, which Arnheim distin-
guishes as intuitive and intellectual cognition.” Intuitive cognition takes
place in a perceptual field of freely interacting forces., through which
the perception of an image is born. This interaction is very complex
field process, of which very little reaches consciousness. An exam-
ple would be, how one apprehends a work of art like painting. The
observer perceives the various components of an image, the shapes
and colours and relations between them. The final outcome becomes
conscious as the perception of a painting. A great deal of thinking
and problem solving goes on in intuitive cognition. Through intellec-
tual cognition an observer isolates items and relations among items
from the perceptual field in order to establish the particular nature

of each. Intellectual processes follow each other in linear succession.
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By gradually solidifying the perceptual concepts gained from direct
experience, the mind acquires the stable shapes.

Our perceptual movements, whether obviously physical, like eye-
movements and re-focussing, or more elusively mental, like move-
ments of attention, are physiological by nature. As co-ordinations of
mental and physical operations they involve physical tensions, which
scientific psychology has so well described, and which mainstream
aesthetic theory has treated in terms of tension, balance, rhythm,
and all the other elements of pictorial composition, and its abstract
and concrete significations. Images seem to provoke these factors
in which real life viewing does not, partly through the image’s tight
unity, partly through the relative restriction of eye movements, or
partly through contradictions between the pattern and its implied
scene. Looking at images uncouples perceptual processes from most
being there reflexes, leaving them available instead for sensitised sig-

nificance.

The recognition of images can be compared with previously un-ex-
perienced targets or views with insufficient information, which both
require more specific perception than a familiar view. The perception
of images requires some kind of thinking, comparison, knowledge,
experience, and attention. Through experience an observer works
toward solution that is highly appropriate, and this process leads into
interpretation. Partly the process is unconscious, and that is why an
observer sees through image perception the target, and does not con-
sciously think all of his or her choices.”® If we think of image percep-
tion as visual thinking, we can realize that there is a lot of informa-
tion in the image, which we don’t use. Another thing is that we can
identify different targets based on quite little information. Perception

is not just recognition, but more or less it is perception and under-
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L4

standing of spatial structures, and understanding of different objects
and parts and their relations in visual field through visual thinking.

The normal function of the rules and conventions of pictorial com-
position is to encourage maximally efficient internal relationships as
related to context, content, and assumed purpose. Much of interest-
ing discourse involves some shift of alteration to conventions, and
special purposes may require that normal procedures be bent, twist-
ed, reversed, or broken, for example, a filmmaker 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 pictorial representation, but as
a contradiction of the represented items. This guidance of pictorial
glances might then reverse normal procedures. One reads the shot
as an especially integrated whole, but incompletely integrated with
competition for the attention between sub-contigurations. This com-
petition constitutes a form of structure resulting in tension, balance,
and dynamics. The interpretative attention bestows special signifi-
cance on some features of pure graphic form, while overriding others

in its pursuit of signiﬁcance.

An image is relatively closely structured, yet internally unstable. Its
configurations recombine as the spectator’s eye patrols over the im-
age. The shot presents a logical oddity in being both a composition,
and a mere surround for a set of clues to something in itself as invis-
ible as most associations, meanings, and references are. The shots
of a film have a pictorial relationship with one another. For example,
the juxtaposition of two strong compositions can create a shock, a
collision, a sensation of optical clash or contradiction, or a kinetic dy-
namic. The spectator’s eye can de-prioritise the change of shot, and
concentrate instead upon elements that link ditferent shots together.
Thus one can recognise a second shape as the same thing from an-

other angle, and prioritise the continuity. The juxtaposition of shots
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is only a prelude to the semantic interaction between shots. Editing
practice is dominated by this dialectic of contrast and continuity, dif-
ference and similarity. The spectator’s mind must handle all this very

fast with relating different shots, and overlooking the cuts.

When observing an image, one single and special feature can already
activate representations of the mind, and lead to the recognition
of objects. So, the testing of different hypotheses is not every time
necessary. On the other hand, the perception of images is also con-
nected with the understanding of spatial structures and relations, and
this kind of understanding requires visual thinking. When an image
is very complicated, and offers lot of information, one might need
more conscious deductive processes to fulfil the task of understand-
ing, and sometimes when there is not enough information to select
the right object, the mind cannot decide how to see the object. Com-
plex images test the idea that the interpretations include experimen-
tal reflection.”* Complex stimulus impulses inside an image create a
situation where the schemes as mental representation of memory are

gradually more and more focused toward the final solution.

Perception is not only the gathering of information or activating
the mind and its representations, but it is also foreboding of future
perceptions, because visual experience is dynamic, and deals with
psychological forces. In a psychological framework image-based dis-
course functions on many cognitive-emotional levels, and the specta-
tor uses a wide set of dispositions to make sense of the various levels
of image-based discourse.” Perceptual inductions differ from logical
inferences, because inferences are thought operations that add some-
thing to the given visual facts by interpreting them. Instead, percep-
tual inductions might be based on previously acquired knowledge of
the world. So, in this sense perception is an experience that is born

out of the information and the forebodings connected with it. Fore-
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bodings are important for survival, and in this meaning very natural
ways of behaving and thinking. It is also possible that forebodings are
connected with image perception and interpretation. An image leaves
always holes, which are there for the observer to be fulfilled. What
we see depends on the previous knowledge of what we know:. Fore-
bodings create illusions, and an observer can fulfil the holes, if there
is no doubt how to do it. Through our experiences it is possible to do

the fulfilling, to reflect life and ideas into the image.

The human mind works as an interplay of tension-heightening and
tension-reducing strivings. The same twofold dynamics is reflected in
every work of visual design.”® In a work of art might be a structural
theme, suggested by the subject matter, but constituted first of all
by a configuration of perceived forces. The theme is given a sim-
plest form compatible with the character of the statement. According
to Arnheim, visual perception consists in the experiencing of visual
forces.” Often natural objects possess strong visual dynamics because
their shapes are the traces of the physical forces that created the ob-
jects. Works of art are seldom produced physically by the forces we
perceive in their shapes. All the dynamic qualities in the works of art
are not created by physical forces, and even if all visual dynamics were
due to the direct manifestation of physical forces, this would not ac-
count for the perceptual effect of the final product on the mind of the
observer.” This effect is not due to the observer’s knowledge of its
cause. We must look for the visual properties of the percept that are

responsible for the phenomenon.

MENTALITY AND CO-ORDINATION

An intelligent organism operates in a perception-action CyC]e, taking
in sensory information from the environment, performing internal

computations on it, and using the results of the computation to guide
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the selection and execution of goal-directed actions. The initial sen-
sory input is provided by separate sensory systems, including smell,
taste, haptic perception, and audition. In its more complex forms,
for example, learning is intimately connected to thinking and reason-
ing. Humans are not only able to think, but also to think about their
own cognitive processes, resulting in meta-cognition. They can also
for m higher-level representations.

In cinematic narration editing is possible because the mind can
achieve quite complex co-ordinations in, literally, split seconds, and
this also touches on the nexus of relationships between form and
experience, knowledge and perception, and established and in-com-
ing information. One aspect in film culture has aspired to a rigorous
logic, within which all the phenomena will become one tightly co-
herent structure; akin to a logical system at least as linguistics-based
structuralism has conceived such an approach. Unfortunately its par-
adigms have maximised the difficulties in understanding the nature
of mental operations on which film form depends. Insofar as thought
is co-ordination, it must seek out, and yet tolerate both external and

internal discrepancies.

While some discrepancies are repressed, like contlict-inducing wish-
es in a Freudian theory, or “cognitive dissonance” in a more gen-
eral way, many discrepancies are recognised and endured, or used
and indeed enjoyed. And this goes on not just as riddles, paradoxes,
jokes, surprises, and so on, but also in ordinary thought. It has been
truly said that contradiction is more the cause than the product of
consciousness. It may be, however, that discrepancy is more basic
than contradiction, since the mind is geared to integrating systems,
which, without necessarily contradicting one another, are disparate.
Most obviously this has to do with the sensory systems, sight, sound,

touch, and our awareness of the different positions of the different

45



THE COGNITIVE MIND AND PERCEPTUAL PROCESSES

parts of our body in relation to space and gravity, momentum and

Counter—pressures.

This also deals with mental sub-systems, like networks of associa-
tions. It seems that the mind monitors these various factors simulta-
neously, and computer scientists have begun to underline the impor-
tance of “parallel processing”, in effect, the simultaneous processing
of independent variables, whether heterogeneous or homogenous.
It is this constant comparison of discrepancies, which enables one
to differentiate between images and scenes, or to compare mutu-
ally exclusive paradigms or models for the same phenomenon.” In a
sense, perception is pattern-recognition, not in the sense of recog-
nising a simple template, like the visual equivalent of a paradigm, but
the ability to “compare and contract similarities and difterences, and
co-ordinate them as variations. A good example is the “constancy of
vision” mechanism, which enables us to “see” a table as rectangular
even though, from all normal eye levels, perspective presents it as
an irregular trapezoid, which, as we move around it, is a constantly

changing series of forms.

More probably is the case that the mind sets out from several aspects
of a task-in-situation simultaneously, and what it offers as a solution
to these multiple requirements is the product of convergence from
every feature of content, context, function, and goal including de-
sire, wish-fulfilment and fear. “Simultaneous processing” might be
a better phrase than “parallel processing”, because parallels don’t
integrate so well. At any rate, the model of multiple, simultaneous
operations allow one to understand the brain’s remarkably efficient

compromise between speed and heterogeneity.

Rather than following old association chains, the brain must have

far more efficient systems for Cross—indexing and excluding informa-
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tion. For most of these operations consciousness is unnecessary and
indeed, full articulation in consciousness would be impossible slow.
Much conscious thinking takes the form of vague awareness, where
the vagueness stands for a preconscious knowledge, which can often
be so quickly retrieved that we think of it as having been conscious
all along. For example, we often sense and with great confidence, that
an argument contains a discrepancy, before we define what it is. And
in normal speech, we somehow know that we know what to say, and
roughly what it is, but without knowing exactly what it is, or what
words we will use. And after the moment we’ve said it, it would be

hard for us to repeat the words exactly.

Often the conscious part of our thinking is restricted to a co-ordina-
tion of selected items of data, the setting of a goal, and a volitional
decision to perform the task. The actual performance is no more
conscious than instructing each foot alternately to take a step. Con-
sciousness does not think. Perhaps it is the result of the higher mental
sub—systems registering discrepancies from one another. Consistency
is not the basis of constructive thinking; it is what thinking constructs
out of the disparate and the discrepant. Hence we-feel quite at home
with all the irrationalities of film form: like “this picture here” also
being “this place elsewhere”, and like the edited flow of shots pre-

senting incompatible spaces within one screen space; and so on.

To make sense of a film, the mind draws on our general understand-
ing of the cinematic situation, of which its forms are part, and of our
general knowledge of the wider world, of which our knowledge of
cinema is a part. The ability of quite young children to make sort of
sense of TV depends less on receiving verbal disquisitions or decon-
structions of the medium, but rather through everyday experience of
it: how parents treat its “illusions”, that the dog on the screen will

never bite us, that its images, and their multiple viewpoints, analogise
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with perspective, which of course exists in the material world quite
independently of its various approximations on paper. Even in real-
life vision we draw on basic mechanisms of form-perception when we
understand that in audiovisual narration it is question of viewpoints
which are moving, or that in a certain scene the heavily shadowed
side of a man’s face forms part of the same object as the visually very
different sunlit side of that face, and that the shape of a head depicts

a solid object, not a flat or convex surface.

Apart from visual knowledge we need a probabilistic knowledge of
the world. This means, for example, in a scene that the gun going off
in one shot probably links with another man falling in another shot,
and that a train compartment is not a room in a house but may well
start moving out of the station, and so on. These items are not coded,
and films can and do spring surprises on us. But spectators with no
knowledge of guns or trains can hardly understand the spatial, or nar-
rative, connections between shots. Unless we assume that all beetles
are small, a close-up of a beetle could read as a gigantic beetle, unless
we have taken care to insert some explanation or to include a familiar
object as a conspicuous scale in the same shot. If the spectator under-
stands these things, they teach him film form, which is why no one

learns film form as he learns a verbal language.

Assertions that the structures of verbal language dominate percep-
tion, or film form, labour under the grave disadvantage that no evi-
dence exists to prove it, and only piecemeal shred of evidence to
even suggest it. Many effects attributed to verbal forms are better
explained in terms of deficient or variant knowledge of the world.
That cross-cultural, cross-sub-cultural and ideological ditferences
radically affect experience, perception and film form is after all the
commonest justification of art. This means that by rendering other
thought-forms visible, it enables us to try them on for size, or for
communicative or diagnostic purposes.
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METAPHORICAL ASPECTS

Philip Johnson-Laird has proposed several features, which are char-
acteristic of the human consciousness.!® One is that it functions as a
superior operational system. The concrete and detailed control and
implementation of muscle innervations, for example, take place on
a non-conscious level. We have no consciousness of the numerous
muscle innervations, which enable us, for example, to skate. But we
have a conscious high-level operational control of our behaviour via
a much more general program. This program could look like a script
in the sense in which the term is described in Schank and Abelson
(1977), that is, a narrative or a summary of a sequence of acts. Im-
portant aspects of storytelling can be seen as developing out of the
procedures we use when planning. According to Johnson-Laird, an-
other essential feature of human consciousness is the ability to the
embodied brain to make a model of it. Because this model has to be
contained in the human brain itself, it follows that it must necessarily
be much simpler than the brain. The function of this model as linked
to its ability to improve the quality of the acts of which humans are

capable whether these are physical or mental.

The mental models of the consciousness are primarily phenomenologi-
cal, representing exterior space, with the inclusion of agents and ob-
jects in this space. The raw material for these mental models consists
of perceptions, and mental models describe the way in which we act
in the world by importing features of it, using aspects of it as tools.
Models are not just representations; they are tools, concepts that owe
a great deal to the computer revolution that has diminished the clear-
cut opposition between mind and matter. An essential aspect of the
mental models is the construction of the model of the person it-
self. The model acquires its elements partly from the exterior world,
partly from the inner world. The conception of the person as an act-

ing ﬁgure in space is acquired from the exterior world by imitation.
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So, the person uses his or her visual perceptions of other persons as

model schemata.'®!

The conceptions of abilities to perceive, to feel,
and to think are acquired from the interior world, but the content of
the thought processes is mainly represented in forms from exterior

space.

Similarly the imagination used in more abstract thinking will employ
model images of phenomena in and acts performed in an exterior,
objective space, which is marked linguistically by the use of figura-
tive language.'® The figurative and metaphorical aspects of language
make it reasonable to assume that, from an evolutionary point of
view, abstract thinking has developed on the basis of the concrete
scripts of acts and scenes which have gone through a process of ex-
traction of essential features that could be used as models for other
mental processes. When Kosslyn (1980) describes the way in which
a person is able to imagine that he is ‘rotating’ or ‘scanning’ a given
complex of mental images, this implies that the mental processing of
images takes place as a simulation of perceptual processes with exter-
nal objects. Besides scripts of actions, we also have scripts of percep-
tions, which enable us to carry out acts of hypothetical perception,

that is, imagination.

LANGUAGE AND IMAGE CONSIDERATIONS

The ultimate theme of the image, the idea of creation, is conveyed
by what strikes the eye first and continues to organize the composi-
tion. The forces that characterize the meaning of the story come alive
in the observer’s mind, and produce participation that distinguishes
artistic experience from the detached acceptance of information.'?
The image is determined by the totality of visual experiences we have
had with the object during our lifetime. The interaction between the

shape of the object and that of things seen in the past is not automatic
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and not ubiquitous, but depends on whether a relation is perceived
between them.'® The principles in art will learn us how things can
be seen not only as such, but as they are represented. Also verbal
descriptions might stir up visual memory traces, and can affect inter-

nally into the interpretation of images.

The same can be said about thinking in other media. For example,
kinaesthetic thinking requires the selection for attention of particular
bodily movements, and verbal thinking requires the selection of par-
ticular words and sentence structures. Thinking is the performance
of these kinds of operations on the elements of a particular medium.
So, if thinking is conducted in the terms of a particular medium, then
to put it into the terms of a different medium is to change it. Visual
thinking cannot be put exactly into words, because all translations are
distortions of the original thought. That is why thought can remain
true to itself only if it remains faithful to its medium, and this is the

reason for insisting that we keep kinds of thinking separate.

In Arnheim’s notions related to perception, the media correspond to
our sensory channels. In the case of sight, the medium is visual and in
the case of hearing, the medium is sound. These are the two sensory
channels that Arnheim thinks as the most important for thinking. In
thinking about language, the situation is different, because there is no
single sensory channel corresponding to it. Language can be spoken,
in which case it is heard, or written, in which case it is seen. So, lan-
guage is not so much a medium of perception but of representation, a
medium in which we often speak of the visual arts as different media
like painting, drawing, sculpting, etc.

Language is not merely a more or less systematic inventory of the
various items of experience which seem relevant to the individual;

it is also a self-contained, creative symbolic organization, which not
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only refers to experience largely acquired without its help but actually
defines experience for us by reason of its formal completeness and
because of our unconscious projection of its implicit expectations
into the field of experience.'” This was developed into the Whorfian

hypothesis that language moulds thinking.

Thinking is generally affected by language, which itself adapts to
thought and action. The use of language also calls attention to the
different aspects of environment and culture. There are differences
between existing cultures and languages. The importance of writing
for societies and for individual thinking can hardly be overestimated,
and its importance was clear to the earliest civilizations in which it
developed. This writing consisted of picture symbols, which became
connected in conventional ways to express ideas. They became as-
sociated with sounds of spoken language as the sound of the name
of an object denoted by the symbol became the name of the symbol.
For example, cultural behaviour is the process of symbolizing the sur-
rounding world as well as the own behaviour.'* It is a process, which
works in two directions: it implies the transformation of data, the
transformation of nature, and it contributes to the identity of a per-
son or group that is the agent of this symbolizing activity. Culture is
not a linear activity of discovering the world, because there are many
cultural approaches at the same time. The most characteristic feature
of culture is its pluralistic character. In art as well as in sciences, in the
continuous self-reinterpretation of various religions as well as in the
meandering flow of economic order, reality shows always new aspects
and structure. The existing map is not filled up, but rewritten in the
new structures and symbols. Culture and reality are interrelated to
such a degree that the restructuring history of cultures belongs to
reality itself.
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In order to interpret the functioning of the senses properly, one
needs to keep in mind that they did not come about as instruments
of cognition for cognition’s sake, but evolved as biological aids for
survival.'”” This means that perception is purposive and selective.
Thinking about art media as a media of representation, one can con-
clude that just as perception is not a passive reception of sensory
impressions, so representation is not imitating, because perception is
an active search for visual structures and representation is an active
search for equivalent structures in a medium of representation. This
search requires active and constructive experimentation within the
medium of representation. Representation is as thoroughly cognitive

as is perception.'®
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THE SENSE OF ART

Art is the imprint of life upon our consciousness, and a facet of truth
projected within a particular framework of understanding. Relation
of representation to art is and old and enduring process. Already with
Plato and Aristotle, we are in a situation were imitation and resem-
blance were considered to be the main factors in art. This lasted well
into the late nineteenth century, when philosophers became increas-
ingly aware of art as less concerned with imitation or resemblance
and more concerned with aboutness. Works of art by Picasso and
Duchamp are still about something. Ready-made and found objects

such as Fountain and In Advance of a Broken Arm possess aboutness.

They have semantic content, and the artist intended them to mean
something. Even avant-garde works of art that defy interpretation
have a subject, and mandate interpretation. On the other hand, pure
orchestral music and non—representational architecture seem to re-
sist a definition of art in terms of aboutness. There is much art that is
about anything. Pure decoration is another example. Such artworks
can be simply beautitul, ‘beneath interpretation’, and ‘solely in virtue
of the perceptual impact they make on us’.!”” According to Carroll,
representation-type theories of art are inadequate to address all pos-
sible cases, much art is indeed representational, and visual art is es-

pecially likely to be representational.“o

Thinking about expression-theoretic account of art we come into
terms of different emotions like sadness, joy, or fear. They became
especially pronounced at the end of the eighteenth century, perhaps
as a result of Romanticism and the rise of absolute music, and they
resulted in a notable subjective turn in artistic practice throughout
the nineteenth and early twentieth centuries.'! According to Carroll,
x is a work of art if and only if X is (1) an intended (2) transmission

to an audience (3) of the self-same (type-identical) (4) individual-
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ized (5) feeling state (emotion) (6) that the artist experienced (him-
selt/herself) (7) and clarified (8) by means of lines, shapes, colours,

sounds, actions and/ or words.!!2

When philosophers of art talk about what, for example, poems ex-
press, they are not thinking broadly about the communication of
ideas. For them, what get expressed are certain human qualities (also
known as anthropomorphic properties), notably emotional tones,
moods, emotively coloured attitudes, and the like. That is, the con-
cept of expression that concerns philosophers of art is the one in
evidence in sentences like: ‘This artwork expresses joy’.'"> But this
seems to be too narrow a conception of expression, although many
philosophers, like Kant, write about the expression of aesthetic ideas,
and these are not mere feelings. Much art is expressive, but it is not
the case that all art is expressive of emotion. A great deal of twenti-

eth-century art is preoccupied with ideas, rather than emotions.'"*

Nelson Goodman considered the idea of art media as symbol systems,
which differ from natural languages in that they are non-discursive
and are capable of being replete with significance. The use of these
systems to create meanings is governed by rules, which are mostly
intuitive and natural, but are also partly conventional. In this view,
artistic thinking is the processing of the terms of a symbol system,
creating significance and following the appropriate rules.'"* Aesthetic
thinking is the perception of that significance in the arrangement of
those terms. Thinking in art is the goal of aesthetic education. While
aesthetics as a concept is surrounded by some ambiguity, much of it
emanates from the very nature of aesthetics itself. Aesthetics deals
with how viewers interpret the nature of art and why they respond
to art as they do. The ambiguous and problematic issues related to
aesthetics emanate from variable character of individuals and human

cultures generally, and the subsequent variable interpretations and
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meanings given to artistic phenomena. In this sense, aesthetic study
deals with the phenomenological and cultural dimension of artistic

experience.

Aesthetics deals with the variable nature of art, and involves contested
concepts. For example, Morris Weitz’s theory of art as a contested
concept is based on the work of Ludwig Wittgenstein who argued
that no one trait can be found in common among some categories of
meaning and for some types of objects and activities that are called
art. Weitz followed this and described the quest for a single theory
of the nature of art as a fool’s errand. No one theory sufficiently
explains art for all times and all places. Artistic meanings, functions,
and forms are adjustable to changing individual and social contin-
gencies.“6 We should think of art as an open concept, one whose
boundaries could never be finally drawn and whose future could not

be predicted.

We can think of artworks as things that have one or more of a number
of qualities, chief among which are those identified by the major his-
torical theories of art we have considered. A work may have some
of the qualities identified as important by the representational, ex-
pressionist or formalist theories, no one of them being essential, any
one of them being sufficient. Aesthetic study can proceed from the
premise that the aesthetic instructional enterprise is problematic
and embedded in social implications and significance. There are two
slightly different ways of talking about aesthetic qualities and the ex-
periences around them. Firstly, we can think of their character as
totally perceptual like perceiving colours. So, it is possible to speak of
the quality of aesthetic experience, and the pleasure of things. Sec-
ondly, we can think of aesthetic qualities related to meanings, and
try to interpret their significance in order to understand them. It is a

question of the depth of art and the insights it brings. Our tradition
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of art has for over a century been in a state of continuous change. It
has consisted of a succession of movements and styles, accompanied
by a value system that promotes change and results in the deliberate

search for the new and the discontinuous.

For example, formalism in art arose as a reaction to representational
theories of art. Modern artists eschewed pictorial illustration, com-
posing paintings out of often non-representational shapes and masses
of colour. Their aim was not to capture the perceptual appearances
of the world, but often to make images noteworthy for their visual
organization, form, and arresting design. John Cage’s music or Rob-
ert Morris’s sculptures are formless but nevertheless art. It is not
always clear what a significant form in art should be. Problems seem
to be erupting with respect to the requirement that the exhibition
of significant form be designed or intentional.'"” Formalism was not
content with providing a descriptive account. It was an attempt to
influence artistic practices by identifying what is important about art.
It oftered a definition of art that was more evaluative than descriptive.
By identifying what it saw as important about art, it wanted to influ-
ence the way we decide what things are artworks rather than sim-
ply to describe it. Actually it did not clearly distinguish the descrip-
tive and the evaluative approaches, but seemed to assume that they
amounted to the same goal. Making a work of art is an intentional
activity. Making art cannot be viewed as something that involves only
an artist and an art object; artists seek to convey meaning to others.
In order to do this, they must consider the perceptual and cognitive

capacities to their audiences.

They must believe that others possess capacities and tendencies to
see, think, and reason just as they do. They must also assume a com-
mon body of knowledge and belief, and they must assume a similarity

of interests between them and their audience. It is by exploiting all

59



AESTHETIC & PICTORIAL COMMUNICATION

of these things that artists are able to manipulate the physical ma-
terials of their chosen medium and produce configurations that are
comprehensible and interesting to others. Art appreciation is in large
measure design appreciation, knowing how the work works, seeing how
its parts are intended to function toward the realization of the points
or purposes of the work. A natural object of artistic appreciation is
artistic form, where artistic form is understood functionally. What
we appreciate in an artwork is how the forms function as means to
bring about the ends of the artwork. How suitable an artwork is de-
signed to acquit its purpose is a remarkable source of the pleasure
one can find in an artwork. Contemplating the way in which their
design functions to secure the point frequently gratifies the reflection
upon artworks.

Creating an artwork involves electing the forms that the artist be-
lieves will function optimally toward realizing the point or purpose
of the work. Forms are selected because they are intended or de-
signed to perform certain functions."'® In order to analyse the form
of an artwork functionally, it is necessary to have some conception
of the point of the work, which may be easy to isolate but it can also
be elusive. That is why a formal analysis can go side by side with
other interpretations of the work. Through a thorough interpreta-
tion it is possible to pick up the themes of the work, and use them
as guides to relevant formal choices. Philosophical problems can also
arise from the activities of art critics and historians. In fact, when
people talk about art their assumptions may become more notice-
able and their inconsistencies more obvious. For that reason, much
of aesthetics is reflection on what people say about art, rather than
on artworks themselves. Aesthetic can also be used as an adjective to
describe states of mind of the observer. Our state of mind is aesthetic
whenever we look at things for the qualities and significance of their
appearances. The methods of aesthetics cannot be reduced to rule
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but can be described as considering examples and counter-examples,
making connections with earlier knowledge, and looking at language

carefully, and considering the history of ideas.

TOWARDS AESTHETIC INTENTIONS

The historical, philosophical approach to aesthetic deals with what
aestheticians have said, styles in aesthetic dialogues, and schools of
aesthetic thought. It offers a structured approach, closely resembling
the content structure and teaching methodologies found in general
education. This kind of educational and philosophical perspective is
compatible with academic rationalism, because it is an intellectualised
approach to aesthetics. Aesthetics is a unique form of perception and
experience, and the proponents of this approach usually believe that
art can provide intense experiences that entail perception of visual
and tactile qualities integral to the object being viewed. There are real
differences in aesthetics concerning the works of art. Some of them
are better than others, and this means something different than that a
given person simply likes some works of art better than others. At the
same time, [ want to work toward a theory of establishing questions
around aesthetics that are open and flexible. There must be room for
reasoned argument concerning the relative aesthetic merit of various
works of art. Aesthetic experience occurs within the viewer and not

literally in the object itself.

A central difficulty in establishing a theory of aesthetic judgement is
that aesthetic value seems always to come back to experience, and
experience is by its nature subjective. The primacy of aesthetic ex-
perience in establishing aesthetic value must be maintained. Great
works of art are considered great, ultimately, because of the quality
of the experience they are able to provide. Regardless of any formal
qualities that could be pointed out in a work of art, e.g. intricate line,
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complex harmonies, fully-developed character, etc., if the work as a
whole did not incite an aesthetic experience of a certain quality, it
would not be considered a great work of art. Works of art have in
common that they have been crafted, composed, designed and pos-
sibly presented by individuals, whose intent is that the work will be

used as an object of aesthetic interest in some way.

Aesthetic study entails developing skills that will enhance one’s ability
to respond aesthetically in a variety of contexts. For purposes devel-
oping aesthetic skills, one can call it aesthetic scanning. By aesthetic
scanning, it is possible to mean examination of the sensory, formal,
expressive, and technical aspects of the art object in question. It is
possible to use aesthetic scanning as a tool leading to heightened re-
sponses to works of art and translating into an aesthetic sensitivity to
all of the visual surroundings. Of course, it is possible to analyse one’s
experiences, and take a closer look on what aestheticians have said,
and study different cultural definitions of art to develop aesthetic and

perceptual acuity, experiences, and so on.

According to this point of view, aesthetic perception is worthy of
singular attention, and it is also evident that his approach accom-
modates art educational activities and assumptions like transfer of
knowledge and skills occur from art making.'® Aesthetic perception
is more properly construed as an active search for meaning. In scru-
tinizing a work of art, a viewer will assume that an artist has made
something meaningful and will try to make sense of it. Viewers will
be concerned with what an artist intended to do in making that work.
They will also go beyond trying to decipher intended meaning in
order to organize their perceptions in other ways. Viewers will relate
these newly discovered understandings to their lives and seek per-

sonal insights from works of art.
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Looking at works of art is challenging because they can be understood
in different ways and, for this reason, present puzzles and problems
for viewers. A commonplace observation is that a work of art is never
understood completely. Many people find viewing art to be an intrin-
sically rewarding experience. And many believe that viewing art con-
tributes to self-understanding and personal development. In looking
at works of art, we contront the ideas, beliefs, and feelings to others,
all of which reveal our own limitations. We accommodate different
perspectives by reorganizing our cognitive framework to assimilate

new points of view.'?’

While many artistic goals are personal, others are shared. When art-
ists make art, they join an ongoing enterprise in which certain aims
or goals are already established. They can choose to reject some but
cannot reject them all. Otherwise, what they would create would not
be recognized as a work of art. Artists working in the same art form,
for example, cinema, painting, sculpture, and architecture, will have
a cluster of related goals. Some but not all will overlap those of artists
who work in another art form. A painter or a sculptor, for example,
will often attempt to represent objects or things, but this is rarely the
aim of an architect. Yet painters and sculptors, as well as architects,
attempt to create unified aesthetic objects. Artists working in differ-
ent artistic genres will also share certain goals. Painters of landscapes,
for example, will typically have different (if overlapping) sets of goals
from those who paint still lives or make films. The former might be
concerned with the changing patterns of sunlight and the rendition
of atmospheric effects, and the latter might exhibit a greater interest

in rendering textural effects.
Different artistic goals are also inherent in an artist’s style. Let us con-

sider, for example, Expressionism, Cubism, and Surrealism, which all

reject Impressionism. Each, however, does so in pursuit of a charac-
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teristically different set of artistic aims. Expressionist artists typically
are interested in the depiction of personal emotions and feelings,
subjective concerns that are often occupied with a protest against
what is felt to be a hostile social milieu. Cubist artists, on the other
hand, reject what is felt to be an Impressionist occupation with the
mere rendering of evanescent effects of light and atmosphere. They
strive to create pictorial alternatives to an optical conception of real-
ity through abstracting the shapes of objects and arranging them on
a flat plane. Surrealist artists, unlike Impressionists, are concerned
with the unconscious aspects of the psyche. They seck to liberate the
creative unconscious through the use of a-logical automatic proce-
dures, startling juxtapositions of unrelated objects, dream imagery,

and private symbolism.

Many of the goals that an artist has in making a work of art are related
teleologically. There is a means-end relationship between and among
them. Applying paint to canvas, for example, is a step Picasso took in
order to realize the goal of producing a representation of the bomb-
ing of Guemica. Having an end in view, however, does not mean that
an artist must be constantly thinking about goals in the process of
making a work of art. Nor does it imply that an artist’s goals cannot
be modified in the process of creating a work of art. Artists often do
change their goals as they receive feedback from the work and as their
ideas and feelings evolve.

TOWARDS ARTISTIC INTENTIONS

An artist produces a work of art to convey meaning, Viewers who
approach a work of art, therefore, do so on the assumption that it is
meaningful. The will try to understand what has been produced. The
first question to be asked concerns what the artist is doing or attempt-

ing to do in making the work. In asking such a question, the viewer
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is inquiring into the artist’s goals. These constitute his or her inten-
tions in making the work. Many goals are readily recognized. Because
these are recognized immediately, there is a tendency to overlook the
role of one’s cognitive background in making such understandings
possible. Artist’s intentions were shaped by the historical context in
which they were adopted. Intentions are complex and shaped by cul-
ture. At least a part of an artist’s intention is formed in light of the
history of art itself. The artist intends to produce a work of a certain
kind understood in light of the art of the time, and because of that it
is often ditficult to distinguish discussions of individual artists from
discussions of the art world they participated in. In talking about the
meaning of the work, it is often useful to have knowledge both of the

artist’s individual life and of the art world around it."*!

The ability to understand what Picasso was doing or attempting to
do in painting Guernica quite literally depends upon the knowledge,
beliefs, and understandings that a person brings to bear in scrutiniz-
ing his work. Viewers are able to understand much of what an art-
ist intended through scrutiny alone because artists have traditionally
considered the perceptual and intellectual capacities of their audi-
ences. Someone who truly intended to represent a cat, for example,
would not produce a configuration that would likely be read as an
image of something else. Artistic intentions, then, are in some sense
public matters, but understanding the intentions of an artist requires

background information and knowledge.

An intention is rarely the unambiguous and easily formulated pur-
pose of the artist one may have supposed. At any time a person has a
variety of desires, some of which are relatively transient wishes, oth-
ers are long-sustained motives, and many lie between these extremes.
These desires may be in contlict with each other and they certainly
will not all be carefully thought through and articulated. Some of
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them may never have been formulated at all, and the artist may be

totally unaware of them, and yet they may be most important.

If most works of art are comprehensible to some degree, circum-
stances often conspire to create estrangement between artist and
viewer. In early and less complicated societies artists made work for
a restricted audience that shared many of the same interests and be-
liefs. As a consequence, almost everyone was able to understand the
work an artist produced. But as cultures expanded and grew more
diverse, artists have tended to work for specific social groups whose
ideas and values differed from others within the same community.
The range of art objects available to the viewer is also greater now
than ever. In earlier times someone’s exposure to art would generally
be limited to the relatively few works that were near at hand. Travel
was difficult, museums were largely nonexistent, and books and re-
productions were scarce and inadequate. Now, art from the past as
well as the present, from other cultures as well as our own, is readily

available to anyone.

There is yet another reason why average people find it difficult to
understand works of art. As the making of art evolved from simple
beginnings, it also grew more Complex and reflexive. Artists were no
longer content to serve the interests of other members of the society;
they increasingly began to focus upon their own specialized interests.
Artists of the twentieth century have often made it a point to stand
apart from general society, and individual aesthetic and personal con-
cerns have come to the fore. Fine arts throughout much of their
history reflected the values and concerns of the communities artists
served; now art tends to reflect the interests and concerns of a much

smaller segment of society.

66



AESTHETIC & PICTORIAL COMMUNICATION

Works of art, then, are inherently problematic. Even though of what
artists intend to do is available through observation full understand-
ing is not automatically recoverable through scrutiny alone. Back-
ground knowledge is also necessary. Artistic intentions can also be
ascertained through interviews with the artist or through public
statements in which the artist reveals his or her goals, either directly
or through inference. The psychic activities that lead us to infer that
there in front of us at a certain place there is a certain object of a cer-
tain character are generally not conscious activities, but unconscious
ones. Finally they are equivalent to conclusions, to the extent that the
observed action on our senses enables us to form an idea as to the
possible cause of this action. So, there are similarities between the
result of unconscious inferences and those of conscious conclusions.
Familiarity with the milieu in which an artist works can also assist
viewers in understanding an artist’s intentions. Part of this milieu is
the physical setting in which an artist works. Knowledge of personal
events in the life of an artist can also help viewers determine intent.
The social and cultural milieu in which artists work also shapes their
goals and aspirations. Knowledge of the artistic tradition that an artist

inherits often allows viewers to infer artistic goals.

Because Picasso made a painting instead of a sculpture of Guemnica,
for example, viewers are entitled to infer that, like other painters, he
intended to produce an arrangement of shapes and colors on a flat
surface, not a three-dimensional object to be viewed from multiple
vantage points. Because he was painting a public mural instead of an
intimate easel painting, viewers can infer that, like other muralists,
he did not desire to produce an object that should be scrutinized for
its subtle textural and painterly effects. Because he used elements of
Expressionism, Cubism, and Surrealism, viewers can infer a cluster
of artistic goals Picasso shared with other artists who worked in these

same stylistic idioms. And because he combined these stylistic idi-
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oms, viewers can infer that his artistic intentions differed from those

other artists.

A central conception of cognitive art education is transfer, an ability
to apply one’s learning in new situations. Theoretical problems that
develop form assumptions of transfer have been discussed widely.'*?
Whether methods and exercises specific to developing aesthetic
perception can maintain integrity in art educational programs may
influence whether the goal of heightened aesthetic experience is

achieved.

Marjo Risinen defines: “When discussing the theoretical bases for
assumption of cognitive transfer one needs to consider both the cog-
nitive characteristics and processes that are considered integral to
the study of art, and those that are initiated by art experiences and
then later transferred to and utilized in non-art contexts. Both mak-
ing and exploring art involve a form of thinking that opens the ways
to multiple systems of knowing and experiencing. Thinking there is
an interaction among modes of thought means that the benefits of
art study go beyond their own artistic cognitive outcomes. Artistic
cognition consists of constructed, visual forms that are analogous,
though not isomorphic; to experience ... art study is a mind-builder
different from any other subject area ... art calls for interpretation.
Artistic cognitive benefits consist of abilities of translation and trans-
fer opening up the possibilities of multiple meanings”.'” A principal
virtue of cognitivism is its ability to explain and sustain a number
of ways in which people actually think and talk about art related to
aesthetics. !

If the power and/or meaning in an aesthetic experience are to be used

as a measure of the quality of an artwork, the experience must be a

genuine aesthetic experience as that has been defined. Sentimental
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experiences and trance experiences can also be powerful and carry
meaning. In order to have weight for the evaluation of an art work,
the power and meaning in the experience must be directly caused by
the work itself, and not, for instance, the result of some chain of as-
sociation for which the work was only the first link.

When attempting to evaluate a work of art based on one’s experience
of that work, one must be reflective, interrogating one’s thoughts and
feelings to be sure of their source. Without substantial self-knowl-
edge, it is difficult, if not impossible; to know whether what one is
experiencing has its origins in the artwork or in one’s own psycho-
logical makeup. The concept of transfer is connected to higher-order
thinking, which Lewis and Smith define as a broad term including
problem-solving, critical thinking, creative thinking, and decision-

making.'?*

Focusing upon artistic intentions as a way of coming to understand
a work of art stands in sharp contrast to formalist conceptions of
art criticism. Formalist critics believe it is a mistake to appeal to an
artist’s intentions, a mistake they label the intentional fallacy.'*® For
the formalist, artistic intentions are private thoughts, mental events
that occur just before or during the process of artistic creation. They
argue that attempts to ascertain what these are send critics off on a
fruitless quest for biographical and contextual knowledge and away
from the work of art itself, the proper locus of critical concern. For
formalist critics such ‘external evidence” can only be an unreliable
indicator of meaning. They reason that such knowledge is often una-
vailable, either because artists are no longer living or because they
may not remember what their thoughts were. Then again, artists
sometimes exaggerate when describing their intentions. Critics are
thus faced with a dilemma, and, as formalists argue, are better of
seeking an understanding of a work of art through careful examina-
tion of its internal evidence.
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A number of misconceptions underlie the anti-intentional thesis.
One concerns the nature of artistic intentions themselves. First, con-
trary to what formalists believe, critics who seek to understand artis-
tic intentions are not concerned with transitory thoughts that occur
in minds of artists but rather with the goals that artists seek to attain
in creating works of art with states of mind rather than with mental
events. Second, the state of mind of the artist is not private but has a
public character. Because making a work of- art involves an attempt
to convey meaning, many of these goals will be available to viewers
directly. Furthermore, such goals, shaped by beliefs can be inferred
through investigation into the societies and cultures in which the art-
ists live. Critics are not forced to rely solely upon what artists are
willing to reveal. Third, formalist critics draw an arbitrary distinc-
tion between internal and external evidence. No viewer approaches
a work of art with an innocent eye, but always with certain kinds of
background knowledge that aftects how the internal evidence of a
work is perceived. Viewers who know more about an artist and the
content in which works of art are created are able to see and under-

stand more than viewers who lack such knowledge.

Works of art should have the capacity to afford aesthetic experi-
ence for which content-oriented and affect-oriented accounts can
be given. Aesthetic properties are in any case response-dependent,
and they are neither merely detected nor merely projected. Common
conceptual frameworks obtained through social conditioning might
explain the convergence of aesthetic predication. We value artworks
because they afford the opportunity for us to exercise our sensibili-
ties, to recognize and to distinguish different qualities in the appear-
ance of things. The aesthetic properties of artworks alert us to the
qualitative dimensions of the world at large and improve our capaci-
ties for discovering them. That is why aesthetic properties enliven
our experiences. Aesthetic cognitivism claims that some works of art

70



AESTHETIC & PICTORIAL COMMUNICATION

can supply us with a deeper understanding of human nature and the
human condition by imaginatively illuminating our experiences, and
also the greatest scientific achievements are those that have made

fundamental contributions to human understanding.l27

Although viewers customarily seek to understand works of art in
terms of artistic intentions, there is also another assumption under-
lying their interaction with works of art. Part of our contemporary
concept of a work of art is that it is an artifact to be intellectually and
imaginatively apprehended by viewers and thus function as a source
of insight and enjoyment. This assumption might possibly be the re-
sult of social and cultural developments that have led over the past
few centuries to contemporary ideas of the aesthetic. André Malraux
has remarked that a “Romanesque crucifix was not regarded by its
contemporaries as a work of sculpture; nor Cimabue’s Madonna as a
picture. Even Pheidias’ Pallas Athene was not, primarily, a statue.”'?®
These artifacts are now understood in a different way than they were

in the cultures of their origin.

Whether or not this is peculiarly modem concern, it is nonetheless a
genuine assumption that contemporary viewers bring to bear in their
approach to works of art. With this assumption has come the idea
that meaning lies partly outside the intentions of an artist. There may
be more (or less) in a work of art than its artist intended, and specta-
tors have a legitimate role in uncovering what one might call aesthetic
understanding of a work of art. This concern arises for a number of
reasons. One is that information about an artist or the culture in
which the artist lived may be inadequate or unavailable. We know
little about the culture that produced the cave paintings at Lascaux,
France, and even less about individual artists themselves. Even when
information about a culture and artist is available/ surviving lords

may be inadequate. There a large gaps in our knowledge about the
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cultures and artists of the past. When a viewer encounters a work of
art produced in such circumstances, the best that can be done is to
speculate about what an artist intended, recognizing that there may

be no decisive solution to specific questions.

Artistic developments have also affected the way viewers have come to
understand works of art. T. S. Eliot observed that works of art are not
only influenced by the tradition from which they emanate, but they
also modify that tradition.'”” What he meant is that later works of art
create new and different possibilities for understanding earlier works.
All of these situations, then, underscore a particular attitude with
which viewers approach works of art. If viewers assume that works of
art are outcomes of intentional activity, they often assume that they
are aesthetic objects as well. As such, they are looked upon as sources
of the kind of intellectual enjoyment that comes about through the

imaginative use of one’s perceptual and cognitive faculties.

The intentional and aesthetic understandings suggest that viewers
have an active role in responding to works of art. Such an assumption
is confirmed by the findings of psychologists and others concerned
with visual perception. It is now common to observe that perception
and conception are not isolated but rather conjoined in a viewer’s
response to a work of art. Perception of a work of art is best under-
stood as an active effort aimed at obtaining understanding. As such,
it parallels other kinds of efforts that people make in integrating ex-
perience into coherent wholes.'® Philosophers, for example, have
noted that aesthetic response possesses a structure similar to efforts
aimed at establishing meaning in such disparate disciplines as sci-
ence and the law. Michael Polanyi characterizes all of these as species
of “from-to” knowing."! Aesthetic perception, like other modes of
productive thinking, he argues, involves an imaginative synthesis of

initially chaotic elements. In perceiving a work of art, we call up our
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past experience, background theory and knowledge, bodily aware-
ness, and present concerns. From these tacit elements we project an

understanding based upon the clues presented in a work of art.

The imaginative element in aesthetic perception, as well as in scien-
tific discovery, has aroused the attention of philosophers in recent
years. Much has been made of line drawings of ambiguous figures to
illustrate what occurs when viewers perceive a work of art. In observ-
ing a figure such as the famous duck-rabbit, for example, viewers first

see the figure in one way and then in another.

Aesthetic properties give humanly accessible shape to things, and
they evoke curiousness. Aesthetic experience involves the construc-
tive powers of the mind, and aesthetic experience is of overwhelming
importance to art. According to Carroll, aesthetic experience is com-
prised of design appreciation and the detection of aesthetic proper-

ties.!3?

This is a matter of attention to and contemplation of aesthetic
qualities and artistic forms. Aesthetic experience does not represent
the only kind of legitimate response to art. Cognitive and moral ex-

periences may be equally appropriate.

VISUAL AND LINGUISTIC CONNECTIONS

To think is to make connections. The connections of interest to the
symbol systems are the internal connections between the elements of
selt-sufficient media or symbol systems. It legitimises only thought
that stays within the terms of a symbol system. Integrated learning
calls for connections across as well within symbol systems, whatever
the result may be. Especially it is a question of connections between
visual and linguistic elements. The reason is that much of the mean-
ing of the works of art lies in their relations with the world we live
in, including personal and collective purposes, the culture around us.

And culture is accessible mostly through language, but the cultural
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network of meanings is mediated through language and behaviour.
The categories embodied in language and behaviour is part of the

constitution of meaning.

One would expect a cognitive approach in psychology to be a natural
link with discipline-based art education, but it has some problems
in that direction. It fits well with those who think of art making as
a principal activity of art education and of the various media of art
making as the disciplines of art. For it allows them to say that to learn
to draw is to learn to think visually and to use the symbol system of
drawing. But it is less useful to those who count art history, aesthet-
ics and criticism as discipline of art. These disciplines use words and
cannot claim to be either a medium or a symbol system. Still both
the discipline-based art education and the symbol system approach
share the view that art is cognitive and that its cognitions are unique.
Related to this comes Howard Gardner’s theory of multiple intel-
ligence. Gardner thinks that intelligence is a way of thinking deter-
mined by some combinations of Arnheim’s perceptual channels and
Goodman’s symbolic domains, overlain with the stipulation that they

are useful in socially developed practices.133

It has been found that the capabilities of young to discuss art have
been greatly underestimated. It has also been found that with proper
motivation and good strategies or through the interjection of con-
flicting ideas, groups of individuals without a formal educational
background can deal with sophisticated aesthetic issues.’** There is
evidence that the visual thinking of children begins as part of what has

been called a plural-media activity."*

According to this view, when
young children begin to draw, represent meaning visually, they do not
make marks on paper that are intended for visual contemplation only.
They engage in an activity that includes gesture, imitative noise and

language, and their visual products are meaningful only in the context
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of the total activity. The origins of drawing are not confined to one
medium. This is the fact that is relevant to more general philosophi-
cal point concerning the role of language, which is essential in con-

necting works of art and culture.

Arnheim thinks that this is because culture is irrelevant to the deepest
significance of art that the different kinds of thinking should be care-
tully kept apart. Otherwise we might fail to grasp that significance.
The meaning of a visual work should be grasped in visual terms, al-
though there might be linguistically based interpretation on culture,
but this has been formulated in different media. The thinking that
deals with visual medium, grasps its essential meaning. Still, crucial
thing is that also there are two different media for thought, they can
and should be constantly connected. We can isolate visual and lin-
guistic elements in a single work, but our thinking can move easily
back and forth between them. Each one of the modes has something
to contribute to our understanding. Thinking, while moving back and
forth from one mode to another, can make distinctions and connec-
tions that might otherwise be impossible. There are two tracks, but
one destination, which is a grasp of the meaning of the work of art.
Works of art are constituted as meaningful objects by both visual and
linguistic materials of thought in interaction. Both approaches are
valid and necessary ones, because they are part of what creates the

work of art.

This is just one way to take seriously the assertion that works of art
must be interpreted, because before the interpretation it exists only
as a material object and not as a work of art. By placing emphasis on
the ways which meaning is made and experienced by viewers inter-
pretation analysis deals with the reception of the work of art and its
variables which is in some tension with conventional ideas of influ-
ence and effects. Interpretation brings into focus a range of issues to
do with the process of mental imagery and mediation."
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APPROACHING INTERPRETATION

In approaching the structure of art one can notice that structure is a
concept including both content and form so far as they are organized
for aesthetic purposes. The work of art is then considered as a whole
system of signs or structures of signs, serving a specific aesthetic pur-
pose. Jean Mitry describes the supreme value of art as mediation
between man and his own impuissance, his feelings of disharmony with
and in the universe."”” Mitry thinks that artistic impulse ultimately
expresses man’s inexhaustible and unsatisfied feelings for the abso-
lute. Needing to explain, to preserve, and to control the mysterious,
fleeting, and ungraspable present, man developed tools (science, art,

religion), in such a way as to possess a simulacrum.'?®

In contemporary works, which are related to our own cultural tra-
dition, the footnotes are in our head due to our sharing a common
culture and experience. It is possible to think that whereas high cul-
ture’s current]y prevalent aesthetic theories assume that the artist is
active and the spectator passive, in fact the artist is active and the
spectator is active too. And if their activities don’t exactly overlap,
they’re bound to collide somewhere in the middle of the work of
art.”"* The spectator shares the emotions of many of the persons
on the screen and simulates these so that all the resulting sensations
give the colour of living experience to the emotional reflection in our
mind.'*® There are unconscious conclusions derived from sensations,
which are equivalent in their consequences to the so-called conclu-
sions from analogy. Whenever the parts of retina in the outer corner
of the eye are stimulated, it has been found to be due to external light
coming from the direction of the bridge of the nose, the inference
we make is that it is so in every new case whenever this part of the
retina is stimulated. This if free of conscious thinking, and these un-
conscious conclusions are irresistible, and the effect of them cannot

be overcome by a better understanding of the real relations.
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In short, the artwork does not simply offer a ’reflection of reality’,
but first and foremost it offers a type of engagement: it projects a state
of being with the world in which the ineffable finds itself controlled.
For example, Jean Mitry holds in common with Maurice Merleau-
Ponty, Jean-Paul Sartre, and other existentialist aestheticians a view
of the artwork as an invitation among individuals to share a certain
valued life experience. The art work is a communication, and at the
same time a revelation of being, in some full aspect of its particular-
iw »141

Arthur Koestler has stated: “The mind is insatiable for meaning,
drawn from, projected into, the world of appearances, for unearthing
hidden analogies which connect the unknown with the familiar, and
show the familiar in an unexpected light. It weaves the raw material
of experience into patterns, and connects them with other patterns;
the fact that something reminds me of something else can itself be-

come a potent source of emotion.”'*?

Aesthetic inquiry consists of an examination of the nature of art and
why individuals respond to art as they do based on what meanings
they give to art. Aesthetics as an area of study entails an examina-
tion of aesthetic meanings. For example, art criticism is based in that
analyses and evaluations of art can be tested against information on
a specific work of art and from perceptual evidence. In aesthetic in-
quiry, statements on art are examined as to their logical and rational
truth and their persuasive power. Works of art are related to a variety
of contexts, including the world they represent, the artist who made
them, the audience, and the art world and various aspects of the cul-

ture in which they were produced.

A basis for interpretation is provided in Arthur Danto’s theory of

art.'*® Unlike modernist theorists, Danto thinks that the observer
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must attend to the non-exhibited qualities of a work. We must look
not only at the relationship of elements within the work, but also be-
yond the object to its historical, rhetorical and philosophical contexts
in order to comprehend its meanings. Danto thinks that doing so our
interpretation constitutes the work of art. Danto’s theoretical think-
ing points out that the works of art are about something. They are
created to present a view of the world and to affect our attitudes and
visions of the world. Danto thinks that works of art can be thought of
as an externalisation of the artist’s consciousness, because we cannot
overlook the fact that works of art derive their identities and structure
from historical and causal matrices. Their meanings and associations
are bound to the cultural framework of the time and assume causal
connections with an artist environment. A causal line is a temporal
series of events so related, that given some of them, something can be

inferred about the others whatever may be happening elsewhere.

The works of art embody ideas that express an age, the attitudes
and beliefs that define a world by those living in that period. It is
through the attributes of style and expression that the observer dis-
covers these ideas. Further on Danto thinks that artists do not merely
assert these facts or ideas in their works, because they suggest them
in ways intended to transform the way the observer receives them.
Art aims at some effect and transformation in our affirmation of the
way the world is viewed. The artist’s use of rhetoric and metaphor is
an attempt to get the observer to take toward the work an attitude,
which involves more than recognition of a truth or an idea. The ex-
pression of the otherwise inexpressible is not the only communica-
tive function that, for example, metaphors serve. They also achieve
a certain communicative compactness, since all the applicable predi-
cates belonging to the metaphorical vehicle are implied succinctly
through the vehicle itself. Works of art can cause viewers to heighten
and confirm convictions or transform their ways of thinking about
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their convictions. Danto contends that interpretation is puzzling to
a person with insufficient knowledge. He acknowledges that at one
point in the history of art, there was complicity between artist and
spectator, in which the latter was to disregard the paint and gape at
the Transfiguration, to stand dumb in front of it."** This is not true
anymore, works of art have meanings that can be distinguished from
those held by other cultural objects, and this opens up possibilities
for talking about them.

Danto thinks that aesthetic understanding is far closer to intellectual,
cognitive action than to a mode of sensory stimulation and calls for
an aesthetic stance as something that has to be constructed. Danto’s
theory of art presents a foundation for interpretation that is predi-
cated on our understanding of art being culturally, philosophically
and historically developed. That is why we must shift our conceptions
of interpretation to a broader, more global approach. In this way we
might have a better theory for interpreting works of art and a better

foundation for teaching students to understand their meanings.

Theories of art as a foundation for interpretation provide insights
and they entail more work on the part of teacher and student alike.
Teachers will have to present works of art in a more studied context,
knowing something about the history of art, the art world, and art
theories which will better enable them to explain the artist’s inten-
tions, theories of art the work rejects or internalises, technique and
style. Students will also have to develop grounding in art history, the-
ory and knowledge about the different contexts (cultural, historical)
of the work. The more and more detailed background research will
be a guiding force toward a more plausible and complete understand-

ing of the difterent aspects of contemporary art.

79



AESTHETIC & PICTORIAL COMMUNICATION

SIGNS, SYMBOLS, MEANINGS, AND TEXTURES

It is understandable that human beings are highly visual, and it was
not until the first crude graphic display screens were introduced in
the late 1960s that computers began to change our relationship to in-
formation and forge a new kind of space. Computers are largely based
on the structure of he way the human brain processes information. It
is one thing to understand that human memory is organized in lists
and lists of lists cross-referenced by associations between them, and
it is another thing to see that system on a screen modelled not on
pencils and printing presses but on how a human mind processes in-
formation.”"** Within this world (real and unreal), the spectator can
freely rearrange that information and impose new structures. Seeing
ideas as visual objects changes your view of the world because "when

everything is visible: the display becomes the reality".”6

In visual perception we are immediately aware of the world around
us.'* Visual perception is not passive recording of the stimulus ma-
terial, but an active concern of the mind, and reading a picture is a
sequence of mental processes exactly like reading some other reality.
And because the sense of sight operates selectively, then the percep-
tion of different shapes consists of the application of form categories,
which one might call visual concepts. The theory of visual perception
as coordination, assumption and estimation, was gradually developed
by gestalt psychologists and their successors from about 1920, and
was taken from perceptual and cognitive psychology into art theory
through the 1950s. The most notable developers in that process were
Rudolf Arnheim, E.H. Gombrich, Gyérgy Kepes and Anton Ehren-

zweig.'*

For example for Arnheim "every element of a work of art is indispen-
sable for the one purpose of pointing out the theme, which embodies

the nature of existence for the artist.”**® In this sense Arnheim finds
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symbolism even in works that, at first sight, seem to be little more
than arrangements of fairly neutral objects. The meaning of a per-
ceived event changes the pattern of possibilities for future action, and
meaning is the selective function on the range of the recipient’s states
of conditional readiness for goal directed activity; so the meaning of a
message to you is its selective function on the range of your states of

conditional readiness.”'*°

Detined in this way, meaning is clearly a relationship between the
message and the recipient rather than a unique property of the mes-
sage alone."' And Donald MacKay suggests that states of readiness
are for organism’s large numbers of conditional probabilities. Asking
a question is a means of changing the conditional probabilities of
the questioner’s states of readiness.'*? The Gestalt psychologists were
the first to establish the significance of phantom forms in visual sys-
tems.'*? Phantom formalisations can transform scattered, atomistic
sense data into configurations, forms, objects, and scenes. Resem-
blance itself is a phantomisation when, for example, the perceiving
mind groups a particular patch of grey tones into a shadow-moulded
face. Phantomisations are not merely subjective but shared and social
facts, which are rooted in coordination with the material aspects of
the world. One might even speak of vision having its own syntax and
grammar, woven from the brain’s structures and experiences, and
handling language as one kind of structure amongst others. Phantom
forms can transform concrete graphic features into pictorial repre-
sentation. They are particularly important in editing, in determining
what will be a strong or weak feature, what will catch the attention

and what will be overlooked.
Like the Gestalt psychologists, Hugo Miinsterberg felt that every ex-

perience is a relation between a part and whole, between figure and

ground. It is the mind, which has the ability to resolve this relation
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and organize its perceptual field. Miinsterberg was the pioneer of the
film/mind analogy to film theory. The perception of movement, or
the impression of it, was not a result of seeing successive stages of the
image, but included a higher mental act. The spectator invests the
impressions into them. He ascribes the sensation of viewing move-
ment to the displacement of a figure on its ground and mentions
that we can, through willed attention, reverse that relation, altering
our perception of the movement. All depends on how our attention
structures the perception.'** Movement’s vectors and anticipated
trajectories commonly override the static features of a composition,

creating new, and more choreographic impression.

Miinsterberg had a hierarchic notion of the mind; that is, he felt
it was comprised of several levels, the higher levels depending on
the operation of the lower. Each level resolves the chaos of undis-
tinguished stimuli by a veritable act virtually creating the world of
objects, events, and emotions that each of us lives in. At its primary
level, the mind animates the sensory world with motion. It is well
known that his description of the so-called phi-phenomenon put him
decades ahead of later theorists who would account for ¢ the illusion
of moving pictures by recourse to the theory of “retention of visual
stimulus.” Miinsterberg characteristically went beyond this passive
view to an active one in which the mind at its most primitive level
confers motion on stimuli. The spectator interacts on an individual

basis with it, because e the meanings are created through attention.

Miinsterberg describes this phenomenon by recounting some fa-
mous experiments in perception, but he never tries to explain it. The
phi-phenomenon is for him a given. It shows that at its most basic
level the mind has its own laws and constructs our world in exercis-
ing them.'”® It shows as well that the technology of film implicitly
recognizes these laws and works its effects on the mind itself. This
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single, basic mental capability was enough to let Miinsterberg con-
ceive of the entire cinematic process as a mental process. Cinema
was the art of the mind.'*® The art of the photoplay is to organize and
control different responses in the most suitable way. This way one
can achieve aesthetic affects from the experience. The view of film
form as mind’s eye view coheres well with an emphasis on film as
diagram, as discourse, as a sequence of ideas in visual form, or like
in formalism, a sequence of forms re-presenting visual ideas. Moreo-
ver film, like the other visual arts, represents visual thinking and vis-
ible thought. In a word, forms in art, media, and discourse exist in
hybrids of forms, perception and the perceived. Mind or mentalist
theories risk occluding a raison d’etre of film form, that the mind,
instead of relying on its own resources, is presented instead with a
real representation to offer stabilised forms, interesting detail, and

stimulating information.

For example, parallel editing in film differed from standard proce-
dures, and it was mind’s capacity to split its attention or to distrib-
ute its interest over number of events at roughly the same time. It
seemed obvious to Miinsterberg to describe all cinematic properties
as mental. Besides the basic quality of motion, he notes that close-ups
and camera angles exist because of the mind’s very way of work-
ing, and this is “attention.” Not only does the mind live in a moving
world, it organizes that world by means of this property of attention.
In the same way the motion picture is not a mere record of motion,
but an organized record of the way the mind creates a meaningful
reality. Attention operates on the world of sensation and motion, just
as angle, composition, and focal length are properties a step above

sheer recording of intermittent photographs.

At even higher level Miinsterberg confronts the mental operations

of memory and imagination which go beyond simple attention to
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give this world a sense, an impact, a personal direction. The filmic
properties which respond to these mental operations are the various
kinds of editing all of which confer on both motion and significant
camera work a dramatic direction and organization. At the highest
mental level are emotions, which Miinsterberg considers to be com-

plete mental events."”’

Thus in ascending his psychological hierarchy, Miinsterberg has care-
tully pointed to the material analogues in cinema, which relate to
each stage of mentality. The primitive illusion of movement given
to us by the mind’s operation on intermittent photographs is sup-
plemented by select attention attained via angle, composition, image
size, and lighting. Corresponding to memory and imagination are the
natural resources of editing, which compress or expand time, create
rhythms, and render flashbacks or dream scenes. Since the materials
of cinema are the resources of the mind, the form of cinema must
mirror mental events, that is, emotions. Film is the medium not of
the world, but of the mind. Its basis lies not in technology but in

mental life.

The mention of the free play of the mind and separation from practi-
cal again sound the Kantian traces. Film is connected with realm of
freedom that has both psychological and metaphysical dimensions.
Miinsterberg links film with existing conceptions of art in order to
defend it against its detractors, and the conceptions of art he invokes
do not tie the object in any essential way with the imitation of the
outer world."*® Following Kant, Miinsterberg employs an entirely dif-
ferent kind of analysis when he turns from psychology to aesthet-
ics. Psychology is part of a scientific mode of thought. It tries to
explain aspects of what Kant called the phenomenal realm, the realm
of sense experience where things are linked in time, space, and cau-
sality. Aesthetics plays an important role in the overall philosophy of
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Kant and an even more important role in Miinsterberg’s system.'*” A
disjunction between outer forms of space, time, causality, and mental
processes is essential to Miinsterberg’s theory.'® According to Car-
roll, Miinsterberg often speaks of functions, which means that his
analogies might not be called phenomenological but functional.'®* So,
functional analogies might be developed between mind and film. The
sciences of the phenomenal world can never get outside that world
to the basis of life and consciousness. They are locked within a world
of causality. He also placed ethical first principles there which serve
to justify our normal moral sense, giving us the ability to judge one
action as better than another and, more important, allowing us to
go beyond ourselves in so judging. Just as we demand that everyone
accept the logical principles by which we make sense of the material
world, so we demand that everyone recognize the transcendence of
certain moral principles without which we couldn’t properly speak
of right and wrong actions. For Miinsterberg the isolated art object
must appeal to the disinterested perceiver in all its uniqueness, first

stirring the mind and then putting it to rest. '

The film must follow a purely mental world, replacing the relations of
appearances in the world with mental relations. The film differs from
the dream mainly in completeness. Whereas the dream may arouse
certain fantasies and emotions, leaving us bewildered or trembling on
awakening, the aesthetic film will dispel all the energies it calls into
play. It will take appearances from nature reorder them in light of the
mind, and, by doing so stir our emotions. It will then neatly tie up
those appearances, giving them a final order, which at once asserts
the priority of mental laws over chaotic appearances and at the same
time completes the spectator’s experience in a way, which leaves him

lacking nothing.
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Miinsterberg’s idea of the spectator’s relation to the cinema is an
interesting point-of-view concerning the role of the spectator, and
cognitively speaking Miinsterberg was ahead of his time in noticing
the activeness of the spectator, and the individual and personal atti-
tudes, experiences, and interests that will affect the unique decisions
in question. Far less was understood about the workings of attention,

imagination, memory and the emotions.'®>

David Bordwell has made differentiations between four kinds of
meanings: referential, explicit, implicit and repressed or symptomatic.'** In
searching for referential meanings the perceiver may construct a con-
crete “world”, in constructing the film’s worlds, the spectator draws
not only on knowledge of filmic and extra filmic conventions but also
on conceptions of causality, space, and time, and on concrete items
of information. In explicit meanings the perceiver may move up to
a level of abstraction and assign a conceptual meaning or “point”
to the fabula and diegesis she constructs. In implicit meanings the
perceiver may also construct covert, symbolic or implicit meanings,
units of which are commonly called "themes”, or problems, issues,
questions and so on. The perceiver may also construct repressed or
symptomatic meanings, which are like disguises; they may be treated

as the consequence of the artist’s obsessions.'®*

IMAGES AND REFERENCES

Raymond Durgnat has suggested that the term “syntax” coming from
linguistics which deals only with distinct and prespecitied forms nor-
mally implies the bringing together of distinct units, but pictorial
form evolves extension and continuity and from this angle pictures
are nothing but syntax, the only pure syntax there is.'*® For example,
a line is not really one distinct unit after another, it is a unit by being
an extension of the same thing: a line is not syntax of points. The

form of each and every object is adjusted by its viewpoint, and by
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their relationship with one another, so that depending on the point-
of-view each perspective of a shape is different, and this is one of the
basic differences between visual perception and language because, for
example, the shape of a verb does not change, but the shape of a table
changes depending on the viewpoint. For example, a basic rule, not
only of pictorial but also of visual perception is: If two objects seem

to overlap, then the completed one is in front of the other.”'”’

Rudolf Arnheim has demonstrated that images can serve as pictures
or as symbols; they can also be used as mere signs.'®® The three terms
(picture, symbol, sign) do not stand for a kind of images; they de-
scribe three functions of the images. A certain image may be used
for each of these functions, and will often serve more than one at a
time. An image serves merely as a sign to the extent, which it stands
for a particular content without reflecting its characteristics visually.
To the extent which images are signs they can serve only as indirect
media, for they operate as mere references to the things for which
they stand, not analogically, and therefore not for thought in their
own right. However, numerals and verbal languages are true signs.
Images are pictures to the extent to which they portray things located
at a lower level of abstractness than they are themselves. They do
their work by grasping and rendering some relevant qualities (shape,
colour, movement) of the objects or activities they depict. An image
is concrete in itself, but it is abstract from what it is a picture of. In
the visual arts people often mean abstract to mean non-representa-
tional of anything that one can recognize, but even representation is
abstract in the sense that it only picks up some aspects of the thing
it refers to it. A photograph is semiabstract in the sense that it leaves
the object; it reproduces some aspects of the object, but not others,
for example, shading but not depth, and in a photograph one often

looses the contour of things.
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Abstractness is a means by which the picture interprets what it por-
trays. A picture is a statement about visual qualities, and such a state-
ment can be complete at any level of abstractness. Only when the
picture is incomplete (ambiguous or inaccurate) with regard to the
abstract qualities, the observer is called upon to make his own deci-
sions about the features of what he sees. An image acts as a symbol
to the extent to which it portrays things, which are at higher level
of abstractness than is the symbol itself. A symbol gives a particular
shape to types of things or constellations of forces. As symbols, fairly
realistic images have the advantage of giving flesh and blood to the

structural skeletons of ideas.'®’

Trevor Whittock thinks: ”For the symbol to be successtul the vehicle
must be rich in figurative connotations.”"’® Symbols allow events to
represent other events, possibilities and abstractions, which do not
exist as objects of sense exist, though some may be hidden in deep
structures of reality. We categorize the world into separate objects in
perception, and we describe the world as being made up of separate
objects by the words in language. It is an interesting question how
far perceptual and verbal classifications into objects are the same.
They are certainly similar, but there seem to be hardly enough names
for the objects into which the world is divided perceptually. During
perceptual learning - such as when learning to see biological cells
with a microscope - new objects appear from initially random or
meaningless patterns. When given names, such as 'nucleus’ and "mi-
tochondrion’, the student sees these patterns as objects. What is seen
and accepted as objects also depends upon whether they are regarded
as functional units. A hand, or an arm, or the pages of a book are
functional units, though they are complex structures. In microscopy
the criteria for what is a functional unit may be highly theory-laden,
and so may change as theoretical descriptions change.”'”" As R. L.
Gregory puts it: "The most striking - and a unique - feature of Mind
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is the acceptance and use of things as symbols standing for other
»172

things.
Arnheim thinks that human mind might be forced to produce rep-
licas of things, but not naturally.'” Memory retains or exaggerates
significant things, and easily forgets the rest. E. H. Gombrich thinks:
”... we generally do take in the mask before we notice the face. The
mask here stands for the crude distinctions, the deviations from the
norm that mark a person oft from others. Any such deviation, which
attracts our attention, may serve us as a tab of recognition and prom-
ises to save the effort of further scrutiny. For it is not really the per-
ception of likeness for which we are originally programmed, but the
noticing on unlikeness, the departure from the norm which stands
out and sticks in the mind.”"*

For example, caricatures, in the sense of pictures that capture the
"essence” of some represented object, are recognizable for people
quicker than photographs.'” A caricature is surprisingly faithful to
how the mind remembers things, and Hochberg thinks that various
objects with which we are familiar have canonical forms (i.e., shapes
that are close to the ways in which those objects are encoded in our
mind’s eye).'” Also, in addition to the visual features of the repre-
sented object, there are non-visual features that might be encoded;
thus the caricature might in fact not only be as informative as is the
accurate drawing: it might even be more directly informative for the
task that the subject is to perform.'” Hochberg writes: ”Neverthe-
less, the way in which the physiognomy and expression of Mickey
Mouse is encoded and stored must be identical in some fashion to the way
in which those of a mouse - and a human - are stored. It is very likely
that these similarities are not merely the result having been taught
to apply the same verbal names to both sets of patterns (i.e., both to

the features of caricatures and to the features of the objects that they

89



AESTHETIC & PICTORIAL COMMUNICATION

represent), what we learn about caricature will help us understand

how faces themselves are perceived.”178

Symbolic interpretations that make one concrete object stand for an-
other equally concrete one are almost always arbitrary. We cannot
really tell whether a certain association was or is in the conscious
or unconscious mind of the artist or beholder unless we obtain di-
rect information, which needs analysis. The work of art itself does
not offer the information, except in the case of symbols standard-
ized by convention, or in those few individual instances in which the
overt content of the work appears strange and unjustified, unless it
is considered as a representation of different objects of similar ap-

pearance.

OBSERVING PICTORIAL ELEMENTS

Pictorial art attempts to capture the three-dimensional structure of a
scene, some chose view of particular objects, people or a landscape.
The artist’s goal is to convey a message about the world around us,
but we can also find in art a message about the workings of the brain.
Many look to art for examples of pictorial depth cues, perspective,
texture gradients, and so on. Pictorial art can tell us a great deal about
vision and the brain if we pay attention to the ways in which paint-
ings differ from the scenes they depict. We might learn that artists
get away with great deal impossible colours, inconsistent shading and
shadows, inaccurate perspective, the use of lines to stand for sharp
discontinuities in depth or brightness. These representational mod-
ifications do not prevent human observers from perceiving robust
three-dimensional forms. Art that captures three-dimensional struc-
ture of the world without merely recreating or copying it, offers a
revealing glimpse of the short cuts and economies of the inner codes
of vision. The non-veridicality of representation in art is so common
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that we seldom question the reality why it works. R.L. Gregory writes
in The Intelligent Eye that perception is not a matter of sensory infor-
mation giving perception and guiding behaviour directly, but rather
that the perceptual system is a ‘look up’ system; in which sensory
information is used to build gradually, and to select from, an internal

repertoire of ‘perceptual hypotheses’.'”

The size of a retinal projection varies with the distance of the physical
stimulus object from the observer. That is how the distance dimen-
sion distorts the perception. The eye may see an object, which is
actually maintaining its size, as changing it during the movement.
So there are these perceptual modifications, which effect and vary
depending on the object’s location relative to the observer. When
the image of an object changes, the observer must know whether the
change is due to the object itself or to the context or to both; other-
wise he understands ncither the object nor its surroundings. The ob-
servational object must then be abstracted from its context, and this
can be done differently: one thing is perhaps the way of performing
an abstraction because the observer may want to peel off the context
in order to see the object as it is, in complete isolation, and the other
way is to observe all the changes it undergoes and induces because of

its place and function in its setting.'®’

There is a need for an image-maker to create actively certain kind
of views, so, that for example the patterns inside the image would
appear as three-dimensional as possible. Overlapping is particularly
useful in creating a sequence of visual objects in the depth dimension
when the spatial construction of the picture does not rely on other
means of perspective.' For example, the space-building role of su-
perposition in Chinese landscape painting is well known. The relative

location of mountain peaks or clouds is established visually by over-
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laps, and the volume of a mountain is often conceived as a skeleton

of echelons or slices in staggered formation.'®

Also transparency can bring super-positional effects into the image.
Physical transparency is obtained when a covering surface lets enough
light pass through to keep the pattern underneath visible. It is by no
means a guarantee of perceptual transparency, which can be obtained
without physically transparent materials. Superposition of shapes is a
prerequisite of transparency, and a necessary but not always sufficient
perceptual condition.'** The rule of simplicity predicts the function-
ing of transparency. Purely on shape relations based transparency is
perceived also in painting and sculpture. The notion of two things
appearing in the same plane is sophisticated and found only at refined

stages of art like in Renaissance, and Modernism.

Objects can take part in the third dimension in two ways: by tilting
away from the frontal plane and by acquiring volume or roundness.
This differentiation of spatial conception can be observed in all the
visual arts, in architecture, sculpture, stage design, and choreogra-
phy, and it represents a particularly important factor in the pictorial
medium. There is still much experimentation to be needed before
we can establish the comparative weight of ditferent factors, and not
without a greater knowledge of the physiology of vision. When visual
perception must make a choice between a simpler shape and a spatial

orientation, it usually chooses the former.'**

For a stationary eye and a stationary observer, the image of an ob-
ject at any point in space is simply projected to some point on the
retina and thence to the cortex. Given the position of the point in
the retinal image, it is not difficult to understand how we manage to

perceive the object’s direction in space. The viewer’s body is in al-
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most constant motion in the world, his or her head is in motion with
respect to his or her trunk, and his or her eyes are in motion in his
or her head. Julian Hochberg thinks that moving observers need two
kinds of eye movements to look at moving (or stationary) objects in a
three-dimensional world: “Compensatory movements, smoothly and pre-
cisely executed, permit the eye to remain fixed on some point while
the body moves. In addition, we have skilled pursuit movements that
swing the eyes smoothly to keep them fixed on moving objects, and
the adaptive mechanisms of accommodation and convergence that bring
any object to which we are attending into clear focus and central
location on the retina. In addition to these saccadic eye movements
bring the fovea from one point in the visual field to another, in rapid

jumps that take only about 1/20 of a second to execute.”'®

That is why the normal vision would be impossible without the co-
operation of these muscular actions, and according to Hochberg the
viewer’s perceptual system must in some fashion "make allowanc-
es” for the eye movements they produce before it can assign spa-
tial meaning to any stimulation of the retina.'* So the perception of
movement depends upon certain physical condition. The movement
must attain a certain velocity before it is perceived as movement. The
contrast between a moving object and stationary background makes
the movement clearer and more obvious. Primarily the movements of
the images of objects do not produce perception of movement across
the retina, because the eyes are also moving to and fro in the head,
and thus images of stationary objects are constantly moving across
the retina.

One needs the kind of eye movements that Hochberg mentioned
earlier to keep everything in balance. That is why M.D. Vernon asks:
"Why is it that our surroundings appear stationary although their

images are always moving on the retina?”'¥” It has been hypothesized
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that sensations to the brain from the muscles, which rotate the eye-
balls, change continuously as the eyes move, and that these changing
sensations offset and compensate for the changing retinal impres-
sions. Another explanation is that the changing retinal impressions
are compensated for in some way by an awareness of the motor im-
pulses proceeding from the brain to the eye muscles, which cause
them to move the eyeballs. Whatever the explanation, it seems that
we are able to differentiate between movements of the retinal images
caused by movements of the eyes, and movements within the retinal
image caused by movements of objects in relation to their surround-
ings, which appear stationary.'®® It seems likely that with all its limits,
our storage capacities allow us to reconstruct earlier segments in the
light of later information. There is a need to extend present per-
ceptual psychology, which is still largely confined to the study of the
individual event, into the sequence of perceptual consequences. It
might be helpful in the programming of interactive, and virtual me-
dia, and in cases where the narrative itself is of a special visual event.
It seems likely that with all its limits, our storage capacities allow us

to reconstruct'®’

As we look at the real world, we can see a very large visual field within
which there is rather small area of special attention, and within that
there is a surprisingly small area of sharp focus. No clear or definite
boundary separates these zones. If the turn of our head establishes
the larger field, the smaller areas depend on our glances, running
at about two per second, and a maximum of four. Changes in the
scene may stop the eye movements, for example, when montage is
produced by the filmmaker, so, the spectator doesn’t have to produce
his or her own. These glances do not register everything we notice,
and our attention often shifts about the visual fields independently
of them. The act of seeing necessarily involves associated thoughts,

which may brieﬂy replace visual attention. The eyes make many ex-
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ploratory movements, saccadic glances, which are prompted largely
by expectations associated with the preceding glances, or by attrac-
tion from conspicuous feature within larger zones. Even in periph-
eral areas of vision movements swiftly pre-empt attention for obvious
bio-functional reasons. In contrast, the screen picture is one large
visual field, which ends very abruptly and arbitrarily at each edge. Its
overall texture as one picture, with its consistent type of semi-ab-
straction renders conspicuous a relationship of parts, which becomes
a graphic unity, a pictorial composition. This has no real equivalent
in normal world looking, yet it seems to act as a powerful source of
signiticance. Around this picture, the head, eyes, and thoughts move,
not necessarily following the compositional structure, but constantly
encountering its conspicuous features. Thus the picture becomes a
succession or sequence of visual fixations, albeit retaining a continu-
ous overall presence. The succession constitutes an internal editing
or montage, though this is distinguished from editing or montage in

our special sense, where succession replaces continuity of presence,

Normally the internal relationships of the shot pre-occupy us, since
most of the information lies there in front of us. One doesn’t only
overlook the edges of the shot, but one also hears the sound as being
in the scene, even when a single loudspeaker is placed well to one side
of it. If the source of the sound is so ill-placed, for example, behind
the projector as to threaten the illusion, one usually contrives to get
used to it, to make a sustained mental-constructivist effort to re-co-

ordinate the cues, and mentally return the sound into the image.

We as observers do not reconstruct a light source in order to re-
cover the depth from shading and shadow, we do not act as optical
geometers in the way that computer graphics programs do. We do
not notice inconsistencies across different portions of a painting but

recover depth cues locally. In the real world the information is rich
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and redundant, so we do not have to analyse the image much beyond
a local region to resolve any ambiguities. When faced with the cues
of pictorial art, the local cues are more meaningful, albeit inconsist-
ent with cues in other areas of the painting. Like many aspects of art,
discrepancy between art and the scene it depicts, informs us about

the brain within us as much as about the world around us.

PICTORIALISM IN A LANDSCAPE

There is a complicated inter-relationship between the perception of
the movement of the surroundings and the movement of the body,
which is displayed in what is known as ‘parallactic movement’. For
example, as we move forwards in a car along the road, the retinal im-
age of the landscape in front of us expands, flows around on either
side of us, and then contracts and becomes sucked in behind us.'*°
This effect is not usually very noticeable in ordinary daylight, when
the whole visual surroundings are perceived as rigid and stable while
we ourselves move. But it may be apparent in driving at night, when
the surroundings are not clearly perceived. And if we look at objects
on either side of us, we may see them moving rapidly in the direc-
tion opposite to that in which we are moving; but the farther away
they are, the slower the movement, and the horizon is stationary.
In fact, the retinal image of the landscape is continuously distorted
or deformed as we move, but we are not consciously aware of this
deformation; instead we perceive it in terms of our own movement
across the landscape. This is something that film can also pick up in
relation to perspective and visual thinking. Thus a rough generaliza-
tion may be made that the total amount, which can be attended to at
any one moment, is constant. If attention is concentrated on a small
part of the field, little will be perceived in other parts; if attention is
diffused over a larger area, no one part will be very clearly and ac-

curately perceived.'”’
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Often the conscious part of our thinking is restricted to a co-ordina-
tion of selected items of data, the setting of a goal, and a volitional
decision to perform the task. The actual performance is no more
conscious than instructing each foot alternately to take a step. One
can feel quite home with all the irrationalities of film form. To make
sense of a film, the mind draws on our general understanding of the
cinematic situation, of which its forms are part, and of our general
knowledge of the wider world, of which our knowledge of film is
part. Young children’s ability to makes sort of sense of different tel-
evision programmes depends less on receiving verbal disquisitions or
deconstructions of the medium, but rather through everyday experi-

ence of it.!*?

In film movement draws the eye, and its vectors and trajectories usu-
ally override the static (visible) elements of the composition. The
contradiction between the pictorial scene and the frame is relegated
to a very low-priority awareness, and instead one concentrates on the
scene, where the interesting and fruitful information lies. Although
the composition of the picture guides our eye, few of the eye’s move-
ments reproduce the picture’s compositional lines. Nonetheless, the
composition looms large in our apprehension, as one keeps encoun-
tering its structure. The roving, or browsing eye apprehends, not only
the whole pattern but more like successive sub-configurations, some
of which constitute objects or actions, some of which are purely pic-
torial, graphic structures. The shot is a complex entity with various
elements at once co-existing and competing for our attention. One
can never see every possible configuration, or every detail, because
our seeing is always selective, and though sometimes one can stay
content with the obvious, and pre-coded form, one is also guided by

important inputs from non-visual content and context.
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The composition of moving pictures shares many elements with still
composition. Yet movement counterpoints this to the point of over-
riding and disrupting it. It creates a sort of third dimension by imply-
ing a space for the objects to move through as they shift. Movement
loosens space, and therefore the composition of the image. Simul-
taneously trajectories override relationships, movement and speech
give faces more autonomy, or rivet the attention towards them. Usu-
ally the nexus movement, or change in rhythm and duration counter-
points, or dismantles the unitary composition of the sill image. Space
ceases merely to imply movement and time. It enters into concrete

relationships with them.

Time, image and parallactic movements are bound together in the
films of the Greek director Theo Angelopoulos. His films are picto-
rial meditations on the feeling of different landscapes, human and
natural. Temporality in experiencing a landscape is further compli-
cated by the movement of the body itself, a phenomenon we call
kinesthesis. This is relevant to the work of Angelopoulos. When mov-
ing across landscape space there is not only a dynamic flow of per-
ceptions derived from external sources, but there is also the muscular
and nervous movement of the body itself through space and time.'”’
This is something that is related to cinematic thinking. Angelopou-
los is a virtuoso of long takes, especially the "figures in a landscape”
kind.'** In this kind of thinking ‘landscape’ includes streets, interiors,
and any sizable area. Angelopoulos’ camera tracks between follow-
shot phases and "free-range” roving, between extreme (scenery with
distant figures) and the old mid-shot distance (knees-to-head), at
which modern wide-angle lenses allow plenty of landscape above,
around, and between people.' It is an example of European pictorial-
ism and montage thinking where there is plenty of time for people to

come into the frame and walk slowly over it, while the camera tracks

98



AESTHETIC & PICTORIAL COMMUNICATION

down after them. Also, many scenes start with a long shot, and avoid

close-ups.

"The camera movements subserve the general scene, subordinat-
ing to it any calligraphic or camera-conscious side-effect; they pick
out details less than they change or vary its aspects and general con-
figuration. *Aspect’ here, carries its original, visual, sense: the partic-
ular facet seen. It is as crucial to pictorial meaning as what is seen. It
dictates the camera-angle, not vice versa (albeit film theory regularly
misattributes to camera angle meanings stemming from aspect). As
compared with cuts, the moving camera’s gradual angle changes allow
a more solid, sustained sense of scene.”'*® Angelopoulos strengthens
his universes by a feeling for a man-in-environment -theme. This is
possible by an unhurried choreography of camera and characters, and
by heavy emphases on people’s silent or cryptic thinking. It seems
that Angelopoulos rejects montage (or uses montage-within-shot) as
too manipulative a technique for capturing the reality or essence of a
given moment in a given place. Andrew Horton thinks that Angelo-
poulos forces the spectator, through the slow pace and continuous
takes of his films, to become more aware of the environment, whether
it is man-made or natural.'"” In the hands of Angelopoulos the long

takes transform into ’sequence-shots’.

“Hard-edged landscapes, like architecture, and people who, being
distant, make pictorially small movements, encourage cuts on strong-
ly static forms; these strengthen the graphic collision dear to mon-
tage editing (hence Hollywood usually preferred cuts on movement,
as more self-effacing.)”'”® Walter Benjamin has recognized that the
meaning derived from landscape and architectural space is received
‘by a collectivity in a state of distraction’, slowly appreciating its
symbolic environment through ‘habitual appropriation’, or through

everyday use and activity.199 Angelopoulos creates new relationships
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between the camera and the scene. It is a question of montage within
the camera and montage within the shot, which seems to become a

more "normal’ way of expressing than the usual montage thinking.

The Russian montage theory was based on the idea of shot as a unit
that does not change much. But when we have long tracking shots
and pans, the shot ceases to be just one unit, one look, and becomes
several (25, 50, etc.) units, which do not distract the attention to-
wards the shot as a whole. In a way, it is distracted, because when the
scene proceeds and moves forward, the spectator looses the touch
of places and forgets the veridical relations of things. When one usu-
ally perceives things, one knows exactly where one’s body is, and
one relates all that what one sees into a feeling of one’s body. That
is important in a human vision, because when one concentrates on
something, one does not separate it from its surroundings. When the
camera rolls over a scene, it shows only parts of the whole, so after
60 seconds camera movement, the spectator has forg