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PERCEPTION KEY QUESTIONS (30): SET 2

l Submit Assignmeént '

Due Jul 1.by 11:59pm Points 50 Submitting ‘a text entry box or a file uplead

Perception Key” Questions in the Humanities Through the Arts Text: As you will quickly notice when
you begin reading the class text, there are blocks of questions throughout each chapter titied “Perception
Key” questions. Some blocks have only 2 or 3 questions, while other blocks have up to 8 of them. Thesg
questions probe various works of art, a'riisti'cmowement’sfstyles, and mediums of art. 8o, because there are
50 many of thesé questions and they focus on such a-w'ide'-var'iety of areas, | want o make the selection of
the questions you answer as interesting and personally engaging to.you-as possible by allowing a high
degree of flexibility in choosing them!

So, here's how it is done: you wili selecta total of 30 “Perception Key” questions from all of the question
blocks in the assigned reading leading up to the first Perception Key Questions due date, then you will repeat
this procedure for the second set of questions. Now, in order to-encourage variety and to work around
the fact that questions appear in smaller and larger groupings throughout the chapters, here are the
rulés: ALL required reading chapters each week leading up to each due date must be represented (no
chapter can be ighored) and questions must be drawn from at least 5 “Perception Key” question
blocks in each chapter!

hitps://eagleonline.hces,edu/courses/86154/assignments/1 121722 6/21/2019



- VALUES

A value is something we cave about, something that matiers. A value is an object of
an interest. The rerm “object;” however, should be understood as including events
or states of affaj;'s;J?.q__s’i’t_ive--véhiés'are'those objects of interest that satisfy us or give -
tis pleasure, such as good health. Negative values are those objects of interest that
dissatisfy us or give us pain, such-as bad health. _

When the termh “salue” is used; alone, it usually refers to positive values only, but it
miay also include negative values. In our value decisions, we generally seek to obta
positive valnes.and avoid negative values. But except for the very young child, the
decisions usually inyolif‘e-lﬁghly complex activities. To have a tooth pulled is painfs
a negative value, but doing so leads to the possibility of better health, a positive valy
Tatvinsic valies involve the 'feelings—such as pleasure and pain—we have of 5or
value activity, such as enjoymg good food or experiencing nausea from overeating.

Extrinsicvalues are the means to intrinsic values, such as meking the mpney that
for the food. Intrifisic-extrinsic values not enly evoke immediate feelings bitt.also <
means to further values, such as the _enic)yéblél food that leads to fuhure good health

Valyes, we propose; fivolve a valuer and something that excites an interest in:
valuer; Subjectivist theoties of valte claim, however, that it is the interest that pro
the value on something. The painting; for example, is positively valuableonly bec
it satisfies the interest of someone: If no one is-around to project interest, then
not a valuable object. Value is entitely relative to the valuer. Objectivist theorics
valye claim, coriversely, that it is the object that excites the interest. The paintil
positively valuable even if no one has any iriterest in-it. Value is irt the obje
pendently of any subject: Jane is beautiful even if no one is aware of herbea

The relational theory of valne—which is the one we have been prest
throughout thiis book—clairns that value emerges fiom the relation betveen ar
and an object. A gsood painting that is satisfying no one's interest at the mome
ertheless posseésses: potential value. A good p‘ajn‘ti_ng__po_s_sesses'-pmperties- th




onditions are likely to stipnulate the interest of avaluer. The "subje_ct_ivist- w_oul_d 401
fhis painting hasno value whatsoever until sorneone_-px_‘.ojects._value-on’it. The THE DNTERE ELM&ON;;’;:;
+ would say that ihis p_ajnti.n_g'has_- actualized alue inherent ivit whethet any- ¥ OFTHE LUMANITIES
yr rot, The selationalist would say that. fhis painiting has potenﬁal-value, o
renced usider proper conditions, @ sensitive, informied .participant
¢ the potential value. To describea painting as.”go'od"" is a recognition that
; positive poteritial value. For the relationalist, value.is realized only.
dbjects_;with_pmentjal value connect ith the ihterests of 5OMEONE-
es. are usually studied (with reference {0 the interaction of various Kinds of po-

human interests: For example, criticism tends 10 focus on the I

ic vales of w ks of art; economics focuses on conumaodities A& basically extrinsic
sy and efhics focuses on intrinsic-exti ic valiles as thejr'rél‘ate.to-moral stjandar.ds.
Values that are-described_s_cientiﬁ'cally as they are found we shall call value facts.
ues that are set forth as Norms, or ideals or “what ought-to be we shall call 707~
tive values. gmoking cigareties is, for some people, a source of satisfaction, both

jrsically and socially. The value facts known About smoking cigarettes tell us that

ey damage one's lungs and ultimately cait o heart attacks and several forms of car-
t. SmokIng cigarettes conjuures aconfict between the iritrinsic valueof satisfaction.
the extrinsic valie of eatly, painful death. Normative values tell us-what our

chavior ghould be. AT jdeal position on the smoking of cigarettes would tell us that

4 health in the future is to be pfeferred to pleasant satisfaction in the presents
The atts and the Sther hinmanities may clarify our nommtivevalue'_dec'isions, thus
far fying what ought to be and what we ought to do. We are beings who must con-
ntlv cho_o's_e-amdng_‘vari_ous value_pos_sibi]jties. P’a;r_adbxica]ly,- even not choosing is
n a choice. The humanities can help by revealing consequences of value choices
at scientists do not consider. The th_w,e};'hmnarﬁst's help by clarifying consequences
of value choices that €sC tists and scientists. For example, the-historian
or sociologist might tace ices in past societies. More-
‘humanists—espec i shef ake’ accomnt of the enfire

uding _he_rélatibnships betw nﬂaﬁ'\re--val\;‘xES.

CON-CEPTION KEY Value Decisicly
. You may have inade a judgment about whether or.not o smoke:tigai‘et’ces.‘u“ias there
ahy"ev?dgnte;——o_ther thanthe scien’tiﬁ'c—-_—that was relevant to your decision? Explain.
3 Reflect about the works of art we have discussed in t_his-boc":k‘-W_hich ofthem clart-
fied value possibil"t_ties for youin 3 way that might influence your Value.‘detisions?'l
so_,_how.? Be as specifié as.po'ssibie-.- Do some arts seem more ralevant than“othet"s_
in this respect? 1T 50, why?
3. Do you think that -political leaders are move likely to make wise decisions if they
are-sensitive 10 the: arts? Back up yduf'ansWer-.with.re’_feren;e to specfiﬁc jeaders.
4. Isthereisany correlation between @ flourishing state of Fhearts and @ democracy?
Atyranny? Back up your answers with reference to s_peci'ﬁc"lead_ers.

Tactual values can be verified exp’efi :entally‘, pui'thxough__ﬂ1e tests of the sci-
entific method. Normative.'v.a' ues are verified exp_erientiaﬁy, put through the tests
of good ot bad corisequences. Satisfaction, for ourselves and the others inyolved,

is an eXperie_ntial test that the normative values we chose in a given instance were




o A Jacabus

Chapter 16

HE INTERRELATIONSHIPS
OF THE HUMANITIES

opening pages ofChiapter 1 we defit humariities as that broad range of
activities and studies that are usually: contrasted with' mathematics and the
zed sc1ences, rainly because in the humanities strictly objective.or scientific
do not dominate.
¢ college and university catalogs contaiin a grouping of courses called “the
samities,” Tirst, 8 stndies such as htelature, the visual-arts, music, history, phi-
.. and gieology ate almo ariably included. Second, studies such as
, anthmpology, $OCIOLOgY/ pohtlcal science, economics; business ac
mstra’uon and education Mmay or may not be inciuded. Third, studies. such as’
ysics, chemistryy Liology- mathematics, and engmeermg aremever included. The
.on the last gmup is excluded is obvious—-sirict scientific OF objective s standards
cleatly apphca o, With the second group, these standards are not always 80
arly apphca _There 1$ uncertainty @ about whether they’ belong with the sti-
ook or the it manities. For example,’ ' chiologists who expemnent with
nimals apply the scientific method as ngorouslv as any DIOLOFISt- Bt there are
0 psychologist&ac G. Jung for instance—who spectlate about such phenom-
sna as the“collective. unconscmu% * and the tole of myth (see Chiapter 8). Those
Hsychologlists belong in the hananifies.




328 Rigorous objective standards may be applied in any of the humanities. Thus,

CH‘;PTER 1@ painting can be approached as a science—by the historian of me'i:lie\'{al_painting,_

' for example, who measures, as precisely-as any engineer, the evolving sizes of
halos, On the other harid, the beauty of mathematics—its economy and elegarice
of proof—can excite the lover of ‘mathematics as mueh as, if not more than, paint-
ing. Edna St. Vincent Millay proclaimed that “Euclid aloné has looked on beauty
bare.” And so-the separation of the humanities and the seiences should not be-ob-
served rigidly. The separation is. useful mainly because it indicates the dominance
or the subordirianice of the strict scientific method in the various disciplines.

TrE ARTS AND THE QTHER HUMANITIES

Artists are hurmanists. But-artists differ from the other humanists because they cre-
ate-works that reveal values, Artists are sensitive to the imiportant concerns of their
societies. That is their subject matter in the broadest sense. They create artistic
forms that clarify these values: The other humanists—such: as historfans, philoso-
phers, and theologians—reflect upon, rather than reveal, values. They study values
-as given, as-they find them. They try to describe and explain values—their causes
and conseguences, Furthetmore, they may judge these values as good or bad. Thus,
like artists; they fry to clarify values, buit they do.this by means- of analysis (se :
Chapter 3} rather than artistic revelation. i '

Artists may contribute to other humanists by révealing values and. informin
them through their media-of the nature and importance of those values. This
the help that the artists give to the other humanists. Suppose a historian is byl
to understand the bombing of Guemica by the Fascists in the Spanish Civil W
Suppose he or she has’ explored all factual resources. Even then, something ver
important may be left out: avivid awareness of the suffering of the noncombatan
To gain insight into that pain, Picasso’s Guernica (see Figure 1-4) may be very.
fial. The samé may be said of Francisco Goya's painting May 3, 1808 (sée Figuré

showing the execution ofprisoners of war. Art can provide an emotional u
standing that data and information cannot.

Other humanists, such as critics and sociologists, may aid artists by their stu
values. For example, we Have concerned ourselves in some-detail with criticism
description, interp_reténtion, and evaluation of works of art, Crificisn is a hamy
diseipline because it usually studies values—those revealed in works of art—
strictly applying scientific or objective standards. Good critics aid our unde
ing of works of art. We become more sensitively aware of the revealed valiig

Humanists and Artists:

CONCEPTION KEY (

1. What is the relationship between Picasso’s pairiting Guernica and th
‘event it portrays? Was Picasso making a statement that can be though
" tribting to history? _ :
2. Picasso painted a night bombing,; but the actual bomhbing occurred in daylig
B thie change? As you think about this, remember that the artist trans

to inférm.
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CHAPTER 13

Film Interprers Litevatore Howards Fnd

E. M, Forster’s niovel Howards End (1910) was made into.a remarkable film in 1992
(Figures 15-1 and 15-2) by producer ismail Merchant and director James fvory. Ruth
Prawer jhabvalawrote the screenplay. The film stars Anthony Hopkins and Bmma

Thormpson, who, along with Jhabvala, won art Academy Award. The film was nom-

inated as best picture, and its third Academy Award went to the design direction of

Lutiana Arright and Tan Whittaker.

The team of Merchant-Ivory, producer and director, has become distinguished
for period films set in the Jate nineteenth century-and early twentieth century. Part
of the reputation won by Merchant-fvory films is due to their detailed designs. Thus,
in a Merchant-Ivory film one expects to'see Edwardian costumes meticulously re-~
produced, period interiors with prints and paintings, authentic architecture; both-
interior and exterior, and detafls sumpiuously photographed so that the colors are
rich and saturated and the atmosphere appropriately reflecting the era just before
and after 1900. ' ' :

All of that is true of the production of Howdrds End. But the subtlety of the inte
play of the arts ii-the-fiim is in_te_ns’i_fiéd ‘because of the subtlety of the interplay 0
the arts in the novel. Fofster wrote his novel in a way that -emulates contemporar
drana, at least in part. His'seenes are dramatically conceived, with characters
ing in carefully described settings, speaking in ways that suggest the stage. Mo
over, Forster’s special interest in music and-the role culture in general plays in t
lives of his characters makes the novel especially challenging for interpretation
moving images.-

The film follows Foister's story faithfully, Three families at the center of the st
stand in conirast: the Schlegel sisters, Margaret and Helen; a rich business
Heénry Wilcox, his frail wife, Ruth, and their superficial, conventional children
a poor, young, urthappily married barik clerk, Leonard Bast, whom the 5¢

FIGURE 15+1

Anthony Hopkins and Emma Thompson

in Howards End. Henry Wilcox {Hopkins)
“and Margaret Schiegel (Thompson), naw
arried, react t6 bad neiws,

Source; Sony Pictures Classics




ofriend: Margaret ‘and Helen ate jdealistic and cultured. The' Wilcoxes; eX°

‘Ruth, are unculbred snobs. When Ruth dies, Henry proposes 10 .ard is
ied by Margaret: ‘Her sister, Helen, who detests Henry, is devasta’ced by this
age and furns 10 Leonard Bast. The story becomes & tangle of opposites and,
cause of the. stupidity of Henry's son Charles, tu s tragic. In the end, thanks 10
oral strengtht of Margaret, reconciliation becomes- possible.
ead the novel first, and then a6 the filimn. n one scene early in the novel, some
profagorusts ! are in Queen’s Hall in London listeriing to Beethoven's Fifth
phony. Here 15 Forster’s WOnderhll description:

¢ will bg.generally admitted that ‘Beethoven's Eifth Symphony is the most sublime noise
{hiat has ever penetrated into the ear of mat All sorts and conditions are catisfied by it-
Whether you are iike Mrs. Munt, and tap surreptitiousty wherthe tunes come—of course,
npt 50 as to disturl the others; or like Helen, who can see heroes and. shlpwte'ck_s inthe
; or liKe '\Aargaret, _ rly see the fmusic; or Jike Tibby, Who is pro-
foundly and holds the full score open on his. knee; or like theif
-cousin, Fraulem Mosebach who remembers all the time: that Beethoven is “echt Deutsch?
[pure: German]; 0t {ike Erdulein Mogebad's yOurg man, who canTem mernbex nothing but
Fraulein Mosebach: irt any casés {he passion of your Tife becomes [nore vivid, and you are
pound to. admit that such anoise is cheap at two shillings:

Now that is 2 passage surely worth recording But bow could you get. it into a
film unless by a “ygiceover,” 2 n awkward techniquie it ‘this.context? Observe how
this scene is portrayed in the film. Also observe in the film the awlkward drawn-out
scenes of eonard Bast pursying Helen in the rain (she inadvertenty had taken his
urnbrelia when leaving the concert hall), One keeps wonderirig Wiy the soaking
Leonard does not simply rut. and. catchup with Helen. In the novel, these gvents

THE I I\ITERRELP.T‘LD\ sHIPS
F THE ARTS

FIGURE 15-2

Emma Thompson and Helena
Baonhiam Carie? i Howarrds Ends
Margeret schiegel. (Thompson) tries
o understand her sister Helen's
(Bonham Carter} motives in helping
Leonard Bast.

Coesy E\-‘e:clt'c,oﬂ_e;ﬁ_up
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CHAPTER 13

aré much mote smoothly handled. In such portrayals, written language has the
advantage. ' o
Conversely, the film captures something in 1992 that the novel could not have
achieved in its.own time—the sénse of loss for an elegant way of life in the period
before World War [ The moving images create nostalgia for a past totally unrecov-
erable, Nostalgia for that past is, of course, also created by Forster’s fine prose, but
not with the power of moving images. Coming back to the novel after its interpre-
tation by the film surely makes our participation more complete.. '

1’.@"‘5 KEY Howards End

1. Do the filmic presentations of Margaret Schlegel and Henry Wilcox “¥ing true” to
Forster’s charatterizations? If rict, what are th_e.-deﬁcienties?

2. s the background music effective?

3. What kind or kinds of cinefnatic-cuts are used in'the film: jump. cuts? Continuity
cuts? Fades? How effective are the cuts?

4. In which work, the novel or the film, aie the socj_a] issues.of greater importanca? -
Which puts more stress on the dlass distinctions between the Basts and both the
Schlegels and the Wilcoxes? Which seems fohave a stronger social message?

5. How does the film—Dby supplying the images your imagination can ohly invent |
reading the novel—affect your undestanding of the lives of the Schiegels, Wil-
coxes, and Basts? _

6. Is it better to-see the film first or to read the novel first? What informs you
decision?




ot
Because it is sO @asy to-shoot a scene in various ways, & good director is constantly
chooging the shot that he of she hopes has the most reaning within the total struc-
ture of the film. When Luis Bufniel briefly shows usthe razoﬁngofawoma'n’_s evebalt
i Un Chien Andalow {1928) {itis really aslaughtered cow's eyéball), he is counting o0
our personal.ho_rrbr.at actually: seein_g- such an act, but the scene 15 artistically justifi
able becauseBuﬁuel careful_ly.-inte_gfa’ce'd_ the scene into the _t__otal shruciure. Unifortue .
nately, maiy films show sheer viclence without any atiempt to iform—Fot exampie,
Nightmare on Elimn Street (1985) and 1S many sequels, the Arnold Schwarzenegge
film ZPr'edﬂfor'('lQS_S), and similar films- kil Bill- (2003, 2004), both velumes, as e
as A History of Violence-(2005) move ina somewhat different directiony, in that the
are not speciﬁta]ljr.horro_r films despite their depiction of violence, These hiave bee
nominated for a number of awards in recognition of thelr seriousness.

A film that was ahead of its time in portiaying violence, Reservoir Dogs (199
won Quentin Tarantino the respect o'_f'_' novie critics. and the movie pﬁblic.. Tard
tino followed up with Pulp Fiction (1994), three related tales set in'1.0s Angeles
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FIGURE 12-8

‘Jamie Fouxin Djonge Unchoined
£2009). Quentin Tarantifo.has made
viclence central to hig work, His flms
have also been widely praised.
@Cc!hmbiﬂ'fhe";‘\r’éin'siein'Cnmpar_l)rﬂ(obdif
R@G’Shuﬁmwck

af the pulp fiction novels of Dashiell Hammett. While somewhiat car-

ces, and laced with unexpected comedicmoments, the film was rom-

ral awards; among thervthe Palme d’Or at Cannes. Django Unchained
“cantinued Taa_:_antinb’-s commitment to artful violence.

rs can easity shock their audiences. But the mote. complex re-

which are as difficult to canirol as they are 1o attain, are the aim

ring filmmakers. When Ingmar Bergman shows us the rape scene in

it Spring (1959), he does not saturate us with-horror. And the murder of

{5y the-girl's father is preceded by an elaborate purification ritual that

Faolence and horror to _profounr__l meaning, [n any art, control of audience.

vital, We.can become emotionally saturated just as easily as'we can be-

red: The result is indifference:

EPTION KEY Violence and Fiim
groups condemn violent films of the kind described as slasher films of films
atuitously portray torture and gore. Do you agree with these groups? Do
eel that.vidléh_t"ﬁlm‘s:-aﬁéct viewers behavior? How.do they affect you?ls it
ible to participate with a violent film?"
s poirit-to. the fact that many of Shakespeare’s plays—and the plays of his
femporaries—were sften bloody and violent.. They-also say that yviolende i
Shakespeare's plays:is revelatory because it reveals the significance of the moral-
of his-age. Do you feel that modern violent films are revelatory of the morality
urage? _

£ the violent films you have seen, which one-is certainly a work of art? {sviglence

be-subject matter of that film? la what ways is the film revelatory?




LS ON The Americans
The Amerfcans (FX, 2013-present) is a steeper of a

serial drama—in several senses, For one thing, it
took a while for the series to catch on to the pub-

lic and build an audience, But by the second séason

critics were calling it the best serids an television, It

is a sleeper in another sense: The major characters,

Flizabeth (e Russell) and Philip”Jennings (Mat-
thew Rhys), are a sleeper cell of Russian spies living

in Washington, D.C., as ordinary Americans (Fig-
Lre 13-11). Such an arrangement might seam im-
probable except-for the fact that the series is hased
on actual 3siee_p_er-c_eH_s_.discovere'd in Massachusetts.
ih 2005. There:may be more.

Botk Elizabeth and Philip were trained scrupu-
IGusly in Russia before being placed in suburban
America, They knew American customs and were
warned never to speak anything but English, even-taother
sult they appear totally ordinary, havi
Paige (Holly Taylor) and Henry {Kiedrich
trols, Claudia {Margot Martindale}.an‘d Ga
thesa controls constantly refer back to a superiorpower,

demands ori Elizabeth and Philip
demand ta be improvisafi

Sellati). They hav

sometiiries unreasonable
acters have a license to kill and &
pawns of the system.

From the first episode, Philip finds America
Elizabeth arrive.in their first motel room, Philip
ditioner. We think for while that he may have his
head turned, but Efizabth.is staunch and later even
reports to Claudia that Philip may bé unreliable, As
‘a residt, in-a later episode, Phifip is. Kkidhapped and
beaten to make him confess he is @ spy. But his
\idnappers are Russian agents testing. ki, and he
realizes what Elizabeth has done. {t shakes their te-
n episode or two.

Elizabeth and Philip have an arranged maryiage
that changes and develops.as the series progresses.
They gradually begin to love.ofie ansther and they
wish well for their childrén. However, as Paige. in
season five begins to realize that her parents are
not. just travel agents, but also spies, she becomes.
involved and Philip fears for her (Figure 13-13). He
‘wants her not'to be a spy filke him, but Gabriel, whe
acts asa grandfatherfigure to them, implies that he

remark

lationship for a

Paige to be-permitted to

is, Elizabeth seems eager for Paig
h the first five years of th

"Such tensions abound throug
episode one that showupin the_ﬁ

early and late, with comparisons 1o, the current presiden
 period is that of the 1980s.

is unable to help him if ih_e Center wishes her tohe.one of them {Figu
follow their path if-she wishes.

Russian agents. As a re-

having dinner with friends and raising two childven,

= to answer to their:icon-

brie} (Frank {angella) (Figure 13-12). But

the Center, which makes
. In this sense, the char-

onal, but at root they are

able.and alluring. When he and
is astonished to find a working air con-

yoty N i

re.13-14). Asit

e serial. We see problems in

fth season. Allusions to Abraham Lincoin:are fréquent:

t, Ronald Reagan. The tinie

FIGURE13-11.
Keri Russell as Elizabeth Jenings
and Matthew Rhys as Phifip
jennings. They five ina modest
home with period cars (mastly
Didsmobiles) and appeat to live
a normal fife as owners of A travel
agency. Their cover perroits thi
to travél fréquiedtly on their
opaiations and sometimes stay
over-for periods.of time.

Source: FX
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FIGURE T3-1:2

Frank Langellaas Gabi
Matindale a5 Claudiain
of The Americans. just &
concérned and sensl
hardnosed and-determ

'S@uxce:'}?‘x



25 7shot in March

- ‘The Secre-
ig,-without the
heWhite House
nq & coup. Gabriel
der.a nuclear strike
tensions: among the
Elizabeth to unearth
fs designed to kil 'the
ridthey came close to
iHatincident Elizabetn s
d their vehicle.
: ¥ Efizabeth and
_ twanton. _
iof tension early in the series is the arrival of Stan Beeman {Noah
‘manassigned to counterterrorisim who moves in next door to Ehz-
hroughott the seasons Gian avid Philip becomé friends and the Lo
} dinners and events. Sian's: son, Will, and Paige be‘cdme.mmant‘i-.
Philip and Elizabe od that they sorbid her to see him

seagon five they explain therisks she iwould be taking with alt of their
lso moves s\ighﬂy apart from her parents by joining a chureh and being

il in season three has curious developments when:Philip uses religion
&a young girt whari he needs in order to gain access to her father's
5,
Geth and Philip are expected to use sex 1o a;hie_\.re_the'ir ends. Both have
ple from.whom they seek vita) information. Early in the serfes thatis not
onal issue, but a3 they grow
joving toward each other it
siise deep- feelings, even jeak
process of their making sexual
‘Philip and Elizabeth usually
ses that include often fanciful
o cases they sustain their extra
ips over long periods of time.
upt scene shifts from one sex™
nship——which constitutes, It
specific spying ‘Gperation—fo
ve often jarring arid demand con-
trerntion from one episode to an~
(e effect is to Keep the viewer off
ichis 2 metaphor for the opera-
keep the FBl off quard.
style-of the show is rnarked by flashbacks to childhioad in Russia, during very
mes, For example, philip’s father was 2 guardin a prison camp, and not a nice
abeth re_membets a fatherless chitdhood with a mother who somehow avoided
he prey of a powérful-go.vernm'ent figure.
e Americans. pr'ovi'de's its audience with an ih‘tjirod_uct't_bﬁ to _the'-va1ues-anc_l prob-
£ 3 recent his’t‘o:"icai era, the er2 of the Cold War and its thawing. in the 1980s.
hreat of puclear war was i the air. The changes in Russian g_pve:‘nment-__after"thé

EIGUREN3-T 3

Haily Taylor as Paige Iennings.’Sh'g
is an iheufsitive child, very fberalin
et po‘.iﬁcs-.-;.nd.de\relq pinga serious.
interdst in religion. I season five:
che has tovope with the kpowiedgs
that ter mother Kifled someone 25 '
part of het fifg as 2 Russian spY- She
listens cipsely 25 her parents axphain
why they feel they ar2 acting for the
grester good of sacisty.

Souree BN
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FIGURE1314

Frank Langella a5 Gabric!, the well-
rearingand sensitive cantrol to
wham.Eiizabeih and Philipanswer.
(abriel seems o have genuine
feelings'fur Elizabeth, whom

he kngwi a5 8 child, and now for
Paige, Elizabgth’s daughter.

Soece [




i death of its leader, | sonid: Brezhinay, in jate
1982 led to changes in American policies.
Russia was fighting in Afghanistan, and the-
United States had recently been defeated in
Vietnam. The Americans explores problems
with Russian actions and, from Philip and
Elizabeth’s point of view, problems with what
American authotities were doing.

The Americans has developed into 3 kind
of time capsule recording a nervous period
in international affairs, told from the point’
of view of peoplé who were operatives on
the ground trying to shape the direction of
history. The Americans'is not just an intense
spy stary but also'a hi_storic'a"i analysis that.is
ravelatory of _a'period-in'interﬁatiohal palitics
that shaped the world as we know ittoday.

FIGURE 13-15 -

Elizabeth and Philip explairito Paige how sha might revzal their true 1dentity if she
continugs to have Wilt as her Hoyfrieid, Will is the-son of the FBl agent next door:
Elizabeth isgiving Paige-away to hold her fingers ta help her keep her secret even if
she is in a Fomantic situation with Wikl '

- Ginurce: X

PERCEFTION KEY Focus on The Americans

1. Towhat extent does The Americans contribute toryour education? To what extent is
gheappeal of the serizs finked o what you lear from it about the late years of the
Cold War between Russia and America?

. A great deal of atteéntion is-paid to the corposition of individual frames of th
drama. Comment on the quality of individugl #mages and on the fature of £
-pacing of the drama. To what audience do you fee} this series has the mos
appesl?

3. How accurate do you think the portrayal.of society is i The Afericans? What d

ratic qualities lead you to shink it accurate of inaccurate?

4, Seme critics have complalned ahout the sudden vislence and cold-blended i
or the part of Elizabeth. Do you agree? Do you find that the series deserves th
warnings that begin gach segment? ' _ '

. Howwould you ;om_pareTheAmerffa‘ns vitth ancther historical sertal drama such s
Hamelorid, Mad iMen, ar Demiton Abbey? :

IR

Wi}



DmECTING AN |
T‘hétwo'-dcmmt figrres In early films wexe directors who-did théi}: own e_d-{tﬁ_xg: D\
Griffith and Sexgei Eisensteitl unquestionably the great early geninses of fﬂmnm’t\; :
They mariaged to gain control over the _prodg'ctioz} of-ﬂl ir. woﬂ_c_s_.so tkll.at they coul
craft their filins into & distinctive arte Spme of their films are still -con51de§gft‘a_mgn
the Bnest ever-Thade. The Birth of & Nation (1916) and Intolerance (191-8.}.by G_r-u%th, #

Bﬁftléship.P'qteiﬂIcfﬂ {1925) and:Ivan the Terribl_e:_.(19tl‘l-1946_) by Fisenstein, are giill be

‘o infhiencing contemporary firmekers. These:men wete move than just
¢y many of their films, they were responsible-for almost everything: writ:
soosing locations, bandling the camera, directing; editing, and financing,
i and editing ave probably the most crucial phases of filmmalding. Today
iructors control the acting and supervise the photography, carried out by
vicians who work with such p_robl’ems-as'lighﬁrig, camera angles, and
s well as the motion of the camera jtself (some sequences use a highly
sinera, while others use-a fived camera), Among the Tesources available
TOERI aking'choices-.about' the use of the camera are the'kinds of shots that
wientuaily he edited together, A shotisa single exposure of the camera without
ak. Same of the most important kinds of shots follow:
sablfsiing shof: Usually adistant shot establishes important locations or figrres
i the ackion: '
e Ancimportant object, suchas the faceofa character, fills the screen.
5ok The camera is far distant from the inost important characters, objects,

wy shet: What the camera focuses on is neither up close nor far distant.

-an be medium close-ups and medinm long shots, too.

i shot; The camera keepsa moving figrwe in the frame, usually keeping

A4th the figure. .
1_1;_1'r§~qf—m'_;zw shot: The camera records what the character must be seging; when
¢ camera meves, it fmplies hat the character’s gaze moves.

vaeking shot; Ashot ivwhich the camera moves forward, backward, or sidewise.
{Craneshor: The camera is on a crane Ot movable platform and moves upward or
downward.

Hanilheid shot: The camera 18 carried, sometimes’on & special harness, by the
camera operator.

Recessiondl shotf: The camera focuses on figires and objects mioving away, as in
Figure 12-10. A processional shot focuses on figures and objects moving toward

the caniera.

When you see films, you probably see all these shots mary times. Add o these
pecific kinds of shats.the variables of camera angles, types of camera lenses, vari-
Hons i lighting, and veriations in approach to spund, and you can see that the
echnical resources of the director are enorrous. The addition of seript arid actors
enriches the director’s range of choices-so that they become almost dizzying.

The editor puts the shots inorder after the filming is finished. This selective process.
is highly complex and of supreme importance, for thie structuring of the shots forms
the film. The alternatives are often vast; and if the film is to achieve an artistic goal—
insight into its subject ratter—the shot succession must be créatively accomplished.
"The editor trims theshots to an appropriate length, then joins them with other shots

to create the final fili. Edited sequences somietimes shot far apart in time and place
are organized into & unity. Tilms are ravely shiot sequentially, and only & part of the
total footage is showr in & film., The-cld saying of the bit-part actor-"Twas lost on the

cuttingiroom floor”—attests f0 fhie fact that sometimes interesting footage i3 omitted:
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FIGURE 12-2
fediumintsrior shot from Tokyo

Stary (1953), by Yasyjics Ozu. Ozu is
considered one of the fingst [apanese
directars. Tokyie Story tells of older
parents visiting their children’in
postwar Tokyo. The oldér generation
realizes Tt has no place in thie néw
Japan; as their children ai¢ ted busy
to.spend time with theni.

©Shoehikiy/Kobat/REX/Shutteestock

Tna :rei"atively short time, the choice and editing of shots have bécomme almost a
Kind of langiage. The parents on the left of the medium shot from Yasujiro's Tokyo.
Story (Bigure 12-2) seern an essential part of the family because the physical space
is 50 limited, but the iroty is thatJater shots show them very much separated emo-
tionally and psychologically from their tingrateful, busy.children.

It helps to kniow the resources of the editor, who cuts the filmn to ¢reate the rela
tionships between takes. The way these cuts are related is'at the core of the director!
distinctive style. Some of the most familiar of the director’s and editor’s choices follow

Continuity cut: shots -"edit_ed to produce a sense of .na;rativé-tbntﬁmity_,' followin
the action stage by stage. The editor canalso use a discontinuity it 'to break u
the narrative continuity for effect.

Jump cut: sometimes just called a “cut”; moves abruptly from one shot to th
next, with no preparation and often with a shock.

s_cene_';:-’_che editor may “ctit out,” as well
Cross-cutting’ altérnating shots of two or more distinct actions oceurring in di
ferent places (but often at the same time)
Disslve: one scene disappearing slowly while the next scene appears.as i

neath it
Fade: includes fade-n (a dark screen growing brighter to reveal the shot) ¢
fade-out (the screen darkens, éffectively ending the shot)




i between shots, with a line wioving acrogs or through the screen
ok from the next
ave -similar _cqmpo&itior_z, color, or scene

wning two shots that ki
quence of Tmages dramatically connected but physically

AN IS

s apair of shots i which the first shot shows a character looking.
everse shot shows whatthe character sees

: ond on the choices that directors and editors make
wots and editing almost as much as on the nature of the narrative and
he actors, In a relatively short time, filn editing has become a kind of
tanguaye of imagery with close to iniversal significance.
the editifig is handled well, it can be profoundly effective; because it is
in reaHife experience to achieve what the editor achieves. By elimiriating

: ant. The inontage—dramatically con=

goid edifing accenis’ the relev
ohysicaltv disconnected images—can be madewithouta word of dialogue.

s to film dep

ON KEY Editing
L

i stch as Dhe Sowrne fdantity and identify at Joast three kinds of shots”
the text. Fing a point-of-view shot, 2 tracking shet, or & handhald
Rich s most dramatic?
vas The Bourna Identity, establish tha effect on thevieer of shots that
wng thne 53 opposed fo 2 ranid succession. of very short shots. Which of
ivo techniques contributes more t0 the participative experiencerof the film?
v least one jump cut and comment on the editor’s decision o use it. How
T or larring is e cut? ig it effective in contexi?
itiich continuity cuts doesthe editor of the film you ha

_yoﬁr understanding of the film?

ve studied contribute most




i dance is.Alvin Ailey’s Revelations {Figure 10-8), based.

an spivifuals and expetience. It was first performed in Jan-

a year-has.gone by since without its having been performed

stic crowds. Ailey refined Revelations somewhat ovet the years,

aught mdzencea to their feet for standing ovations at almost

2. After Ailey's untimely death at fhe. age of fifty-eight;, the com-
by Judith Jamison, one of the gréat dancers in Alley’s company.,
success of Revelations stems from Ailey’s choice of the deeply felt
tuals to which the dancers’ movements are closely attuned. But,
onie of the most noted qualities of a ballet like Swan Lake, which
ichest orchestral scores in the history of ballet. Music, unless it is
s not, strictly: speakmg, a pretext for a dance, but there is a percep-
n between, say, the rhythmic characteristics of a given music and a
ed in such & way ag to take advantage of those characteristics, Thus,
¢ energetic movements of the dancers often appear asvisual, bodily
of the rhythmically charged music.
velations. Several sites online present segments of the dance, but
ts entirety. We will point out details and structures, an-awareness

rove helpful for refining your experience net only of this dance but
ace in general, Beyorid the general pretext of Revelations—that of Afri-
‘e@xperience as felated bv spirititals—each of its separate sections fias
. But noné of them is ds tlghﬂy or specifically narrative as is usually
let. Il Rewelations, generalized situations act as pretexts.
ction of the dance is called “Pilgrim of Sorrow,” with three parts: “I Been
niced by the entire company (about. twenty dancers, male and female);

FIGURE10-8

The Alvin Al]ey Dance Company it

Révélatiars, a siite of ddnces to gospel
ml.lSlC

EZuma Priss, Inc./Alatiy-
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“Didn’t My Lord Deliver Daniel,” danced by only a few dancers; and “Fix Me Jesus,”
danced by one couple. The general pretext is the sufering of African Americans,
who are, like the Israelites of the Old Testament, taking refuge in their faith in the
Lord. The most-dramatic moments in this section are in*Didn’t My Lord Deliver
Daniel,” a s_’tatémenf. of _o_vemhe]ming.faith- characterized by close ensemble work.
The in-line dancers parailel the rhythms of the last word of the hymn: "Dan "-i-el””
accenting the first and last syllables with powerful rhythmic movements,

The second section, titled “Take Me to the Water,” is-divided inte “Processional,”
danced by eight dancers; “Wading in the Water,” danced by six dancets; and 1

Want to Be Ready,” danced by a single male dancer. The whole idea of “Take Me

to the Water” suggests baptism, a Fitual that affirms faith in God—the soiuce-_ of en-

‘ergy of the spirituals, “Wading in the Water” is particularly exciting, with dancers

holding a stage-long bolt of light-colored fabric to represent the water. The dancers
shimmer the fabric tq the rhythm of the music,and ong dancer after another crosses
over the fabric, symbolizing at least two, things: the waters of baptism and-the Mo-
saic waters of fieedom. If is this episode that criginally featirred the charismatic
Tudith Jamison in & long white'gown and holding a huge parasol as she danded.

The third section is called "Move; Members, Move,” with the subsections titled
“Sinner Man,” "The Day. Is Past and Gone,” "You May Run Home,” and the finale
“Rocka My Soul it the. Bosom of Abraham:” In this last episode, a sense of friumph
over suffering is projected, suggesting the redemption of a people by using the same
kind of Old Testament imagery and musical material that opened the danvce. The
entire secton takes asits theme the livesof people after-they have béen received into
the faith, with the possibilities of straying into sin. It ends with powerful rocking.
spiritual that emphasizes forgiveness and the reception of the people (the “members”)
into the bosom of Abraham, according to the prediction of the Bible. This ending
features a large amount of ensemble work and is danced by the entire company, with -
raws of male dancers sliding forward.on their outspread knees and then rising all in
one sliding gesture, raising their hands high. “Rocka My Soul ini the Bosom of Abra-
ham” is powerfully surig again and again uniil the effect is almost hypnotic.

The subject matter of Revelations is in part that of feelings and states of mind.
‘But it is also more cbviously that of the struggle ofa people as told—on one level-by
their music. The dance has the advantage of a powerlfully engaging subject matt
everi before we witness the interpretation of that subject matter, And the way
which the movements-of the dance are closely atfined to the rhythms of the mus
tends to evoke intense participation, since the visual qualities of the dance are pos
exfully reinforced by the aural qualities of the music. '

PERCEPTION KEY Revelation

1. A profitable way -of understanding the resources of ‘Revelations is to take a
known African American spiritual such as “Swing Low, Sweet Chariot” (see F
9-4) and supply the- movements that it suggests to you. Once you have don
- ask yourself how difficult it was. |s it natural to move to such music?
2. Instead of spirituals, try thé saine experiment with popular music such asroc
rap, What characteristics does such masic have that stimulate moetion?
3. Is'there ahything archetypal in the subject matter of Revelations?
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Chapter 11

PHOTOGRAPHY

PHOTOGRAPHY AND PAINTING

The first demonsttation of photography took place in Paris in 1839, when Louis]. M.
‘Daguere (1787-1851) astonished a group of French artists and scientists with the first
‘Daguerreotypes. The process was almost instantaneois; producing a Hnely detailed
monochyome image ona sitvei-coated copper plate. At that demonstration, the rioted
French painter Paul Delarache declated, “From today paintingis dead.” An examina-

Hon of his farnous painting Execution of Lady Jane Grey {Figure 11-1) reveals the source
of his anxiety, Delaroche’s reputation was-built on ‘doing what the plictograph does
best—reproducing exact detail and exact perspective. Howevet, the carera coitld not

vet repreduce the large size or the colors that make Delaroche’s painting powerful,

" PERCEPTION KEY Execution of Lady Jane Grev
le: of painting would have made him think of pho-

1, What aspects of Delaroche’s sty
tography as a threat? \n-what ways is:this painting similar to a photograph?

2. Why isiit surprising tolearn that this painting was exhibited fiveyears hefare:Dela-

rache saw a photggraph-—a ctually before the invention of photography? '

3. Examine Delaroche’s painting for attention tdd'eta_il_._This_'is-a-gigantic"WOrk,.mu
larger thah any photograph could-be at mid-nineteenth century. Every figur
reproduced with the same sharpness, from foreground to background. To what;
extent is that approach to sharpness of focus like or unlike what miight have bee
achieved bya photograph of this scene?

4. How does color focus ouf sttention in Detare

che's painting?




ome-early critics of photography complained that the camera does not offer the
frol aver the subject maiter that painting does. But the camera does offer the
pacity to crop and select the area of thefinal print, the capacity to alter the aper-

of the lens and thus control the focus in selective areas, as well as the capacity
eveal movement in blurred scenes, all.of which only suggest the ability of the
Fument to transform visual experience into art. ' _ _
Many-early photographs exhibit the capacity-of the camera to capture and control
ails in a manner that informs the viewer about the subject matter. For example,
his portrait of Isambard Kingdom Brunel (1857), a great builder of steamships
igure 11:2), Robert Howlett exposed the negative for a shorter time and widened
& aperture of his lens {letting in more light), thus controlling the depth of field
how muehis in focus). Brunel's figure is in focus, bur surrounding objects are insoft

ocus, réndering themiless significant. The pile of anchor chains in the background is

FIGURETT-1

“Paul Delarache, Execution of Lady

Jane Grey, 1843; Oil ot canvas, 97

"% 117 inches: National Gallery,

Londan, Great Britain. Delaroche
witnessed the ﬁ_rst_d:r’r’m_nstr_ation of
photography in 1839 and declared,
“Frorfi taday painting is dead” His
anormous painting had great size
and brilliant colok,; twa ways; for the
time helrig, ih which photography
tould be supérseded,

SHIY, At Resource; NY




