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ourselves to perform it more correctly; if we are corrected by
others, we must immediately recognize the truth of the correc-
tion and the incorrectness of our psychic action.

(e) If we at all perceive a faulty action, we must not per-
ceive in ourselves any motivation of the same, but must attempt
to explain it through “inattention” or attribute it to an “acci-
dent.”

Thus, there remain in this group the cases of forgetting, the
errors, the lapses in speaking, reading, writing, the erroneously

carried-out actions and the so-called chance actions.
PEL—<ch. 12

-

PSYCHIC MOTIVE POWER—The transformation of psychic
motive power into the different forms of activity is perhaps as

little convertible without loss, as in the case of physical forces.
LDV—ch. 1

=

PSYCHOANALYSIS [cf. also ANALYSIS]—Psychoanalysis
is the name (1) of a procedure for the investigation of mental
processes which are almost inaccessible in any other way, (2)
of a method (based upon that investigation) for the treatment
of neurotic disorders and (3) of a collection of psychological
information obtained along those lines, which is gradually being

accumulated into a new scientific discipline.
PA

Psychoanalysis is a dynamic conception, which reduces
mental life to the interplay of reciprocally urging and checking

forces.
PVD
The contribution of psychoanalysis to science consists pre-

cisely in having extended research to the region of the mind.
NILP—ch. 7

Psychoanalysis is not, in my opinion, in a position to create
a Weltanschauung of its own. It has no need to do so, for it is
a branch of science, and can subscribe to the scientific Weltan-

schawung.
NILP—<ch. 7
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Chapter 2 Freod: Peychomahysis

timate friend amd a hated enemy. 1 have always been able to provide nyself afresh
with both™ (Frewd, 19001933, p. 481). Until he was well past 50, all these relation-
ghips were with men. Interestingly, Fread the man who seemed 10 be constantly
thinking of zex, had a very infrequent s=x life himself. After Anna, his voungest chikd
was born i 1895, Frewd, not vet 40 years obd, had no sexual inkercoarse for several
vears, Much of his sparze sexual life stemmed from his belief that use of a condom,
coitus interrupius, a3 well as masturbation were unbealthy sexual practices. Becauss
Frewd wanted no more children after Anma was bom, ssxual abstinence was his only
aliernadive (Berger, 2000; Freud 19853).

In addition to balancing his emotional life between an intimate friend and a
hated enemy, Freud posseszed an outstanding talent as a writer, a gift that helped him
become a keading contributor 1o 20th cemury thought. He was a master of the Ger-
man rongue and knew several otber lanpuages. Although be never won the covetad
Mobel prize for science, he was awarded the Geeethe prize for litemture in 1930,

Frend also possessed imeense imtellectual curiosity; unusuwal moral courage
(demomsrated by his daily self-analysis); extremely ambivabent feelings tovward his
father and other Father fipures; a tendency o bold gradges disproportionate to the al-
leged offense; a burning ambition, especially during his earlier years; sirong feelings
of izolation even while surrounded by many followers; and an intenze and somewhat
irraticnal dislike of America and Americans, an artinede that became more inenss
after his trip 1o the United Seates in 1909,

Why did Freud have such a disdain for Americans? Perhaps the most mpor-
tant reason is that he rightly believed Amenicans would trivialize psychoanalysis by
irving 1o make it popular. In addition, he had several experiences during his trip o
the United States that were foreign to a proper bourgeois Viennesz gentleman. Even
before he embarked on the Crecrze Baskington, he saw his name misspelled as “Fre-
und” on the paszenger list (Ferriz, 1997). A number of other events—some of which
seem almost humorous—made Frewd's visit more unpleasant than it might have
been. First, Freud expenenced chronic indigestion and diarrhea throughouwt his visit,
probably because the drinking waler did not agree with him. In addition, he found it
hath pecaliar and problematic that American cities did wot provide public restrooms
oi street comers, and with his chironic indigestion he was frequently in search of a
public lavatory, Ako, several Amencans addressed him as Doc or Sigmund whilez
challenzing him to defend his theories, and one person tried—unsncozssfully, of
course—ta prevent him from smoking a cigar in a nonsmoking area. Moreover, when
Frewd, Ferenczi, and Jung went 0 a private camp in western Massachusets, they
were greeded by a barrage of Aags of Imperial Genmnany, despice the face that none of
them was German and each had reasons w0 dislike Germamy. Also at camp, Freud,
along with the others, sat on the ground while the host grlled steaks over charcoal,
a custom Freond deemed to be both savape and uncouth {Roazen, 1993,

Levels of Mental Life

Frewd's greatest contribution to personality theory iz his exploration of the uncon-
scious and his insistence that people are motivated primarily by droves of which they
have little or no gwareness, To Freud menial life is divided into tag kevels, the an-
eonscious and the conscious. The uncomsciows, in tumn, has tao different bevels, the
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unconscious proper and the preconscious. In Frewdian psychology the three levels
of mental life are used w designate both a process and a location, The existence as a
gpecific bocation, of course, is merely hypothetical and has no real existence within
the body. Yer, Freud spoke of the unconscious az well a5 unconzcious processes,

Unconscious

The unconscious contains all those drives, urges, or instincts that are bevond our
awareness but that neveriheless motivate most of our words, feelings, and actions.
Although we may be conscious of our overt behaviors, we often are not aware of the
mental processes that lie behind them. For example, a man may know that he is at-
tracted 1o a woman but may not fully undersiand all the reasons for the anraction,
some of which may even saem irrational.

Because the unconscions is mod available 1o the conscious mind, how can one
know if it reallv exists? Frewd felt that its existence could be proved only indirectly.
To him the unconscious is the explanation for the meaning behind dreams, slips of
the tonpue, and certain kinds of forgetting, called repression. Dreams serve as a par-
ticularly rich spurce of ueconsciows maserial. For examiple, Freud believed chat child-
hood experiences can appear in adult dreams even though the dreamer has no con-
geious recollection of these experiences.

Unconscious processes often enter into consciousness but only after beimg dis-
guised or distorted enough to elude censorship. Frewd (19171963 ) used the analogy
of a guardian or censor blocking the passage between the unconscious and precon-
scipus and preventing undesirable anxietv-producing memories from endering
awarenezs, To enter the comscious level of the mind, these unconscious inages first
miut be sufficiently disguised w slip past the primary censor; and then they must
elude a fonal cemsar that watches the passageway between the preconscious and the
conscions. By the time these memories enter our conscious mind, we no longer rec-
opnize them for what they are; instead we see (hem as relstively pleasami, non-
threatening experiences. In most cases, these images lave strong sexual or ageres-
give motifz, because childhood sexual and aggressive behaviors are frequently
punizhed or suppressed. Punishment and suppression often create feelings of anxi-
ety, amd the anxiety in turn stimulates repression, that is, the foreing of unwanted,
anxiety-ridden experiences into the unconscious as a defense against the pain of ta
anxiety.

Nod all unconscions processes, however, spring from repression of childhood
events. Frewd believed that a portion of car unconsciows onginates from the experi-
ences of our earlv ancestors that lave been passad on o us through hundreds of pen-
eraticns of repetition. He called these inherited wneonscious imapges our prhivloge-
netic endowment (Freud, 191771963, 1933/1964). Freud's notion of phvlozenstic
encdowment is quite similar 1o Carl Jung’s idea of a collective unconscions (see Chap-
ter 4). However, one imporiant difference exists between the two concepds, Whereas
Jum placed primary emphasiz on the collective unconscious, Freud relied on the no-
tion of inherited dispositions only as a last resort. That is, when explanations built on
individual experiences were not adequate, Freud would fum w the idea of collec-
tively inherited experiences o fill in the gaps left by individual experiences. Later we
will see that Freud used the concept of phylopenetic endowment 1o explain several
important concepds, such as the Oedipus complex and castration anxy.
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Unconscious drives may appear in consciousness, but only after undergoing
certain rransformeations, A person may express either erotic or hostile urges, for ex-
ample, by teasing or joking with another person. The onginal drive (sex or ageres-
sion} 15 thus disguized and hidden from the conzciows minds of both persons. The un-
conscions of the first person, however, has direcily infleenced the unconszious of the
second. Both people gain some satisfaction of either sexual or aggressive urges, bui
neither is conscious of the underlving motive behind the reasing or joking. Thus the
unconscions mind of one person can communicate with the unconscious of another
without either person being aware of the process.

Linconscions, of course, does not mean inactive of dorms. Forces in the un-
conscions comstantly strive 1o become conscious, and many of them succeed, al-
though they may no lomger appear in their original form, Unconscious ideas can and
do modivate people. For example, a zon's hostility soward his father may masquerade
itszlf in the form of ostentafious affection. In an undisguized form, the hostility
would create 1o much anxiety for the son. His unconscious mind therefore, modi-
vates him to express hostlity imdirectly throogh an exaggerated show of love and
flatiery. Becawse the dispuise must successfully deceive the person, it often takes an
oppoaibe form from the original feelings, bat it is almost always overblown and os-
tentations. {This mechanizm, called a reaction formation, is discuszed later in the
geciion titled Dhefense Mechanizms. )

Preconscious

The preconzciows level of the mind containes all those elements that are nod conscious
bur can become conscious either guite readily or with some difficulty (Freud,
1933/1964).

The comlents of the preconscious come from two sources, (he first of which is
conscious perception. What a person perceives is conscious for ouly a transitory pe-
riod: it quickly paszes into the preconscions when the focus of atenion shifts o an-
other idea. These wdeas that alternate easily between being conscious and precon-
sobous are largely free fromn ansiety and inoreality are much more similar to the
conscious images than 10 UNCONSCIoWs urpas.

The second soarce of preconscious images is the unconscious. Freud believed
that ideas can zlip past the vigilam cengor and enter into the preconscious in a dis-
guised form. Some of these imapes pever become conscious because if we recog-
nized them as desivatives of the unconscious, we would experience increased levels
of anxiety, which would activate the final censor to represses these amxiety-losded
images, forcing them back into the unconscious, Oiber images from the unconscious
dio gain admission o consciousmess, but only becanse their toe nature is cleverly

disguized through the dream process, a slip of the 1onzue, of an elaborae defensive

18 Lt B0l L

Conscious

Consciousness, which plays a relatively minor role in psychoanalytic theory, can be
defined as those memal elements in awareness at amy given podt in time. [t is the
oilv level of mental life directly available o us. Ideas can reach consciousness froim
two different directions, The first is from the percepiual conscious system, which is
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turned toward the owler world and acts as a medium for the perception of external
stimaili. In other words, what we perceive throwgh our 2enze organs, if vot 100 threat-
enii, emers Mo consciowsness {Fread, 1933/1964).

The second source of conscious elements i3 from within the mental structune
and includes nonthreatening ideas from (he preconscious as well as menacing but
well-dispuized images from the unconscious. As we have seen, these latter images
escaped into the preconscious by cloaking themselves as harmless elements and
evading the primary censor. Once in the preconsciows, they avoid a final censor and
come under the eve of consciousness. By the time they reach the conscious system,
these images are greatly distorted and camouflaged, often taking the form of defen-
sive belaviors or dream elemenis,

In summary, Freud (19171963, pp. 295-296) compared the unconscious & a
large entrance hall in which many diverse, energetic, and disreputable people are
milling about, crowding one another, and striving incessamtly 1o escape o a smaller
adjoining receplion room. However, a warchiul guard protects the threshold berween

King
Eye 6f constioushess _||'

o
RN
Final cansorship — 0¥ . ——
Goreen
Frécandeis Receplion
A
Cangsarshep
Lirestn sdania

FIGURE 2.1  Fevels of Meutal Life.
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the large entrance hall and the small reception room. This guard has two methods of
preventing undesirables from escaping from the entrance lall—either rn them
back at the door or throw out those people who earlier had clandestinely slipped into
the reception room. The effect in either case is the same; the menacing, disorderly
people are prevented from coming o view of an imponiant guest who is seated al
the far end of the reception room behind a sereen. The meaning of the analogy is ob-
vious. The people in the entrance hall reprezent unconscious images. The small re-
cepiion room is the preconscious and its inhabitants represent preconscious ideas,
People in the reception room { preconscious) may of may nol come into view of the
imgoriant guest who, of course, represenis the eyve of consciousness. The doorkeeper
who guards the threshold berween the two rooms i3 the primary censor that prevenis
unconscions imapges from becoming preconscious and renders preconscious images
unconscious by throwing them back. The screen that guards the imporiant guest is
the final censor, and it prevenis many, bat not all, preconscious elements from reach-
ing consciousness. The analogy is presented graphically in Figure 2.1.

Provinces of the Mind

For nearly 2 decades. Freuds only maxdel of the mind was the topographic one we
have just outlined, and his only portraval of psychic sirife was the conflict berween
conscious and unconscious forces. Then, during the 1920z, Freud (1923/1961a) in-
troduced a three-pant structural model. This division of the mind into three provinees
did not zupplant the wpographic model, but it helped Freud explain mental images
according o their fanclions of purposes,

To Freud, the most primitive part of the mind was das £, or the “i" which is
almest alwayvs ranslated into English as id; a secomd division was daes fok, or the “[”
iranzlated as ego: and a final province was dis [her-Iok, or the “over-1.” which is
rendered into English as superego. These provinees or regions have no territonal ex-
istence, of course, bul are merely hwpothetical constructs. They interact with the
three levels of mental life so that the ego cuts acroas the various topographic levels
and has conscious, preconscious, and unconscious componenis, whereas the super-
ez 15 both preconscious and unconscious and the id is compleely unconscious. Fig-

ure 2.2 shows the relationship berween the provinces of the mind and the levels of

mental lifie.

The 1d

Al the core of personality and completely unconscious is the pevchical region called
the id, a term derived from the impersonal pronoun meaning “the it or the mwol-ver-
owmed component of personality, The id has no condact with reality, vet it strives con-
standly o reduce tension by satisfving basic desires. Because its sole function is o
geek pleasure, we say that the id serves the pleasure principle.

A newbomn infamd iz the personification of an id unencumberad by restrictions
of ego and superego. The infant secks gratification of needs without regard for whai
is possible (that is, demands of the ego) or what is proper (that is, restrainis of the
supereeo). Instead, it sucks when the nipple is either present or absent and gains
pleazure in either sinsxtion. Alithough the infant receives life-susiaining food only by
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FIGURE 2.2  FLevels of Mental Life ond Provimces of the Mind.

sucking a nurturing wipple, it continees o suck becanse its id is not in contact with
reality. The infant fails to realize that thumb-sucking behavior cannot sustain life.
Recause the id has no direce contact with reality, it is mot altered by the passape of
fime of by the experiences of the person. Chiklhood wish impulses remain un-
changed in the il for decades (Freud, 193371964).

Besides being unrealistic and pleasure zeeking, the id is illegical and can si-
multaneously entertain incompatible ideas. For example, a woman may show con-
scipus Jove for her mother while unconsciously wishing 1o destroy ber. These op-
posing desires are possible becaise the id haz no morality; that s it canmd make
valve judgments or distinguish berween good and evil. However, the id is nol im-
mioral, merely amoral. All of the id's energy is spent for one purpose—io seek plea-
sure without regard for what is proper or just (Freud 1923719614, 1933/1964),

In review, the id is primitive, chaotic, inaccessible 10 consciousness, un-
changeable, amoral, illogical, unorganized, and filled with epergy received from
bazic drives and discharged for the satisfaction of the pleasure principle.
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Ag the region that houses basic drives (primary modivages), the id operates
through the primary process. Because il blindly zeeks 1o satiefy the pleasure prin-
ciple, its survival is dependent on the development of a secondary process o bring
it into contact with the exiernal world. Thiz secondary process functions through the

cLo.

The Ego

The ego, or 1, is ihe only region of the mind in contact with reality, It grows oul of
the id during infancy and becomes a person’s sole source of commumication with the
external world. It is poverned by the reality principbe, which it tries o substinue for
the pleasure principle of the il As the sole region of the mind in comact with the ex-
ternal world, the ego becomes the decision-making or executive branch of perzonal-
iry. However, because it is parly conscious, panly preconscious, and parthy ancon-
scious, the epo can make decisions on each of these three lesels. For instance, a
WOMmAn's ego miy corscionsd e motivate her to choose excessively neat, well-tailorad
clothes because she feels comforable when well dressad. At the same time, she may
be only dimly (L., precoiscioisly) awane of previous expericnces of being rewandod
for choosing nice chothes. In additson, she may be preonscionsly motivated 1o be ex-
cessvely neat and orderly due o early childbood experiences of todlet training. Thus,
her decision to wear neat clothes can ake place in all three bevels of mental life.

When performing its cognitive and intellectual functions, the ego must take
ity consideration the incompatible but equally wmrealistic demands of the id and the
superego. In addition to these two tvranis, the ego must serve a third master—the ex-
ternal workd, Thus, the epo constamtly iries 1o reconcile the bind, irrational claims of
the id and the superego with the realistic demands of the external world. Finding it-
self surrounded on three zides by divergent and bostile forces, the epo reacts in a pre-
dictable manner—it becomes anxious. [t then uses repression and other deferse
mecharisms 10 defend izelf against this anxiery (Freud 1926/1939).

Acoording o Frewd (1933/1964), the ego becomes differentiated from the id
when infants learn to distinguish themselves from the owter warld, Whils the id ne-
mains unchanged, the ego continues 1o develop strategies for handling the id’s unre-
alistic and unrelenting demands for pleasure. At times the ego can conifrol the posw-
erful, pleaswre-seeking id, but ar other times it losas control. In comparing the ego o
the id, Freud vused the analegy of a person on borseback. The nder checks and in-
hibits the greater strength of the horse but is ultimatedy at the mercy of the animal.
Similarky, the ego musst check and inhibit id impulses, bat it & more or bess constantly
af the mercy of the sronper but more poorly orpanized id. The epo las no strength
of its own but borrows energy from the id. In spite of this dependence on the id, the
eE0 smetimes comes close 1o gaiming complete control, for instance, during the
prime of life of a psychologically mature person.

As children begin o expenience parental rewards and pumishments, they learn
what 10 do in order to gain pleasure and avoid pain. Ar this young age, pleasure and
pain are epo functions because children have not vet developed a conscience and
epo-ideal: that is, a superego. As children reach the age of 5 or & vears, they idemify
with their parenis and begin 1o learn what they shoukd and should not do. This is the
origin of the superego.




Foad-Foist Theatiex of

R Prychodynamic | 2. Freok Prychosmiysis | The NeGae-HIT

Personality, Socth Editian~ Theories Coraganes, 005

Part Il Psychodynami Theanes

The Superego

In Freudian psychology. the superego, or above-I, represents the moral and ideal as-
pects of personality and s guided by the moralistic and idealistic principles as op-
posed to the pleasure pranciple of the id and the realistic pnnciple of the ego. The
superego grows out of the ego, and like the ego, it has no energy of its own. How-
ever, the superego differs from the ego in one important respect—it has no contact
with the outside workd and therefore is unrealistic in is demands for perfection
(Freud, 1923/1961a).

The superego has two subsystems, the conscience and the ego-ideal. Freud did
not clearly distinguish berween these two functions, but, in general, the conscience
results from experiences with punishments for impeoper behavior and tells us what
we showld not do, whereas the ego-ideal develops from experiences with rewards for
proper behavior and tells us what we show/d do. A primitive conscience comes into
existence when a child conforms to parental standards out of fear of loss of love or
approval. Laser, during the Oedipal phase of development, these ideals are internal-
ized through identification with the mother and father, (We discuss the Oedipus com-
plex in a later section titled Stages of Development.)

A well-developed superego acts to control sexual and aggressive impulses
through the process of repression. [t cannot produce repressions by itself, but it can
order the ego to do so. The superego watches closely over the ego, judging its actions
and mtentions. Guilt is the result when the ego acts—or even intends 1o act—con-
trary to the moral standards of the superego. Feelings of inferionity arise when the
ego is unable 1o meet the superegos standards of perfection. Guilt, then, s a func-
115313\301 &i.e‘ conscience, whereas inferiority feelings stem from the ego-ideal (Freud,

! )‘

The superego is not concerned with the happiness of the ego. It strives blindly

and unrealistically toward perfection. It is unrealistic in the sense that it does not take

A ploasure-secking person
dominated by the id

A guilt ridden or infenor
fealng person domnated
by the superego

A paychologically healthy
person dominated by
™8 ego

®-0- O
FIGURE 2.3  The Relationship among Id, Ego, and Superegeo in Three Hypothetical
Persons.




| Feit-Foit Theotiesal | 1 Prpchodynamic 2 Froag: Pspehosmslysis £ The N Grime-Hi1
Persoaality, Soth Editian ~ Thearies Corsgrars, 005

Chapter 2 Freud: Psychomalysis

perverted when the sexual aim of erotic pleasure becomes secondary to the destruc-
tive aim (Fread 1933/1964).

Masochism, like sadism. is a common need, but it becomes a perversion when
Eros bacomes subservient to the destructive drive. Masochists experience sexual
pleasure from suffering pain and humiliation inflicted either by themselves or by oth-
ers. Because masochists can provide self-inflicted pain, they do not depend on an-
other person for the satisfaction of masochistic needs. [n contrast, sadists must seek
and find another person on whom to inflict pain or humiliation. In this respect, they
are more dependent than masochists on other people.

Aggression

Partially as a result of his unhappy experiences during World War [ and partially as
a consequence of the death of his beloved daughter Sophie, Freud (1920/1935a)
wrote Beyvond the Pleasure Principle, a book that elevated aggression 1o the level of
the sexual dnve. As he did with many of his other concepts, Freud set foeth his ideas
tentatively and with some caution. With time, however, aggression, like several other
tentatively proposed concepts, became dogma.

The am of the destructive drive, according to Freud, is o return the organism
to an inorganic state. Because the ultimate inorganic condition is death, the final aim
of the aggressive drive is self-destruction. As with the sexual drive, aggression is
flexible and can take a number of forms, such as teasing, gossip, sarcasm, humilia-
tion., humor, and the enjovment of other people’s suffering. The aggressive tendency
is present in everyone and is the explanation for wars, atrocities, and religious per-
secution,

The aggressive drive also explains the need for the barriers that people have
erected to check aggression. For example, commandments such as “Love thy neigh-
bor as thyself"” are necessary, Freud believed. to inhibit the strong. though usually
unconscious, drive to inflict injury on others. These precepts are actually reaction
Jormations, They involve the repression of strong hestile impulses and the overt and
obvious expression of the opposite tendency.

Throughout our lifetime, life and death impulses constamly struggle against
one another for ascendancy, but at the same time, both must bow o the reality prin-
ciple, which represents the claims of the outer world. These demands of the real
world peevent a direct, covert, and unopposed fulfillment of either sex or aggression.
They frequently create anxiety, which relegates many sexual and aggressive desires
to the realm of the unconscious.

Anxiety

Sex and aggressioa share the center of Freudian dynamic theory with the concept of
anxiety. [n defining anxiety, Freud {1933/1964) emphasized that it is a fel, affective,
unpleasant state accompanied by a physical sensation that wams the person against
impending danger. The unpleasantness is often vague and hard to pinpoint, but the
anxiety itself is always felt,

Only the ego can produce or feel anxiety, bur the id, superego, and external
world each are iwolved in one of three kinds of anxiety—neurotic, moral, and real-
istic. The ego’s dependence on the id results in neurotic anxiety; its dependence on
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ihe zuperego produces moral anxiety; and its dependence on the owier world leads o
realistic anxiety.

Neurotic anxiety i defined as apprebension about an unknown danger. The
feeling izelf exists in the ego, but it originases from id impulzes. People may expe-
rience nearotic anxiety in ihe presence of a teacher, employer, or some other autlwor-
ity figure becanse they proviously experienced unconscious foelings of destruction
dgainst one of both parents. During childhood, thess feelings of hostility are often
accompanied by fear of punishment, and this fear becomes generalized into uncon-
SCIOUS Meurofic anxiety.

A zepond type of anxiety, moral anxiety, stems from the conflict betwezn the
e and the superego, After children establish a superepo—uwsnally by the age of 5
of b—they may experience anxiety a= an oulgrowth of the conflict betwaen realistic
nesds and the dictates of their superego. Moral anxiety, for example, would resuli
fromm sexwal templatons if a child believes that yvielding o the iEmpration would be
morally wrong. It may akeo result from the filure 1o belave consistemtly with wha
they repard as morally right, for example, failing 1o care for aging parems.

A third category of anxicty, realistie anxiety, is closely related fo fear. It is de-
fined as an unpleasam, ponspecific feeling involving a possible danger. For example,
we may experience realistic anxiety while driving in heavy, fast-moving traffic in an
unfamiliar city, a situation fraught with real, objeciive danger. However, realistic
anxiety i different from fear inchat it does not mvelve a specific fearful ohjece. We
would experience fear, for example, if our motor vehicle suddenly began shiding oui
of control on an icy highway,

These three tvpes of anxiety are seldom clear-cut or easilv separated. They
often exist in combination, as when fear of water, a real danger, becomes dispropor-
tionate 1o the siiuation and hence precipiates newrofic anxiety as well as realisiic
anxiety, This sitwation indicates tat an unknown danger is comnectad with the ex-
terial one,

Anxietv serves as an ego-preserving mechanism because it signals us that
gomie danger is at hand (Freud, 1933/1964), For example, an anxiety dream signals
our cenzor of an impending danger, which allows us 1o bener disguise the dream im-
ages. Anxiety allows the constantly vigilant ego oo be alent for signs of threat and
danger. The signal of impending danger stimvlates us o mobilize for either Aight or
defense.

Angiety is also selfrepulating because it precipitates repression, which in tarn
reduces the pain of anxiery (Fread, 1933/1964). 1T the ego had no recourse 1o defen-
sive behavior, the anxiety would become iniolerable. Defensive behaviors, therefore,
serve a useful function by protecting the ego apainst the pain of anxiety.

Defense Mechanisms

Freud first elaborated on the idea of defense mechanisms in 1926 (Freud,
19261959, and his daonghter Anna further refined and organized the comeept (A
Freud, 1946). Although defense mechanizme are normal and universally used, when
carried 1o an extreme they lead w compulsive, repetitive, and neurotic behavion Be-
cause we must expend psychic energy 10 establish and maintain defense mecha-
nisms, the more defensive we are, the less psvehic energy we have lefi o satisfy id
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sychologys past and present: what a long, strange trip it's been 31

whether they be riding a bicycle, eating a sandwich, or becoming depressed. All of these be-
haviors, they proposed, are products of 2 handful of basic learning principles (see Chapter 6).
Moreover, according to Watson and Skinner, we don't need to peer “insade™ the organism o
grasp these principles. We can comprehend human behavior exclusavely by kooking outside
the organism, to rewards and punishments defivered by the environment. For traditional be-
haviorists, the human mind s a black box: We know what goes into it and what comes out of
it, but we needn't worry about what happens between the inputs and the outputs. For this
reason, psychologists sometimes call behaviorism black box psychology:

Behaviorism has left a stamp on scientific psychology that continues to be felt
today. By identifying the fundamental laws of learming that belp to explain human and an-
imal behavior, behaviorists placed psychology on firmer scientific footing. Although early
behaviorists’ deep mistrust of subjective observations of conscious experience probably
went wo far, these psychologists properly warned us of the hazards of relving too heavily
on reports that we can't verify objectively.

COGNITIVISM: OPENING THE BLACK BOX. Beginning in the 1950s and 19605, growing
numbers of psychologists grew disillussoned with behaviorists’ neglect of cognitaon, the term
psychologists use to describe the mental processes mvolved in different aspects of thinking.
Although some behavionsts acknowledged that humans and even many intelligent animals
do think, they viewed thinking as merely another form of behavior. Proponents of cognitive
psychology, in contrast, argued that our thinking affects our behavior in powerful ways. For
example, Swiss psychologist Jean Praget (1896-1980) argued compellingly that children con-
ceptualize the world in markedly different ways than do adults (see Chapter 10). Later, led by
Ulric Neisser (1928 |, cognitivists argued that thinking is so central 1w psychology that it
merits a separate dscipline in 1ts own right (Neisser, 1967; see Chapter 8).

According to cognitivists, a psychology based solely on rewards and punishments
will never be adequate becawse our interpretation of rewards and punishments 15 a crucial
determinant of our behavior. Take a student who receives a B+ on his first psychology
exam. A student accustomed to getting Fs on his tests might regard this grade as a reward,
whereas a student accustomed to As might view it as a punishment. Without understand-
ing how people evaluate information, cognitivists maintain, we'll never fully grasp the
causes of thear behavior. Moreover, according to cognitivists, we often learn not merely by
rewards and punishments but by inseghr, that is, by grasping the underlying nature of prob-
lems (see Chapter 8).

Cognitive psychology 15 a thriving approach today, and its tentacles have spread to
such diverse domains as language, problem solving, concept formation, mtelligence, mem-
ory, and even psychotherapy. By focusing not merely on rewards and punishments but on
organsms’ isterpretation of them, cognitivism has encouraged psychologists to peek inside
the black box to examine the connections between inputs and outputs. Moreover, cogni-
tivism has increasingly established strong linkages to the study of brain functioning, allow-
ing psychologists to better understand the physiological bases of thinking, memory, and
other mental functions (llardi & Feldman, 2001). A burgeoning field, cognitive neuro-
science, which examines the relation between brain functioning and thinking, has come to
the fore over the past decade or so (Gazzaniga, lvry, & Mangun, 2002). Cognitive neuro-
science and the allied feld of affective neuroscience (Panksepp, 2004), which examines the
relation between brain functioning and emotion, hold out the promise of allowing us to
better understand the biological processes associated with thinking and feeling.

PSYCHOANALYSIS: THE DEPTHS OF THE UNCONSCIOUS. Around the time that behav-
iorism was becoming dominant in the United States, a parallel movement was gathering
momentum in Europe. This field, psychoanalysis, was founded by Viennese neurologist
Sigmund Freud (1856-1939). In sharp contrast to behaviorism, psychoanalysis focused
on internal psychological processes, especally impulses, thoughts, and memories of
which we're unaware. According to Freud (1900) and other psychoanalysts, the primary
influences on behavior aren't forces outside the organism, like rewards and punishments,
but rather unconscious drives, especially sexuality and aggression.

John B.Watson, one of the founders of
behavionsm. Warson's stubborn insistence or
saenuiic ngor made him a hero to some and

an enemy to others

Two students may react to the mme grade on 2

test—say a B*—in markedly dfferent ways
One may be pleased, the other disapponted
Cognitive psychologists would say that chese
ddfiering reacoons stem from the students’
differing nterprecations of what these grades

mean 20 them

cognitive psychology
school of psychology that proposes that
thinkang 15 central to understanding behanor

cognitive neuroscience

rehtvely new feld of psychology that exam
ines the relation between brain functioning
and thenkang

psychoanalysis

schoal of psychology, founded by Sigmund
Freud, that focuses on nternal psychologca
proceszes of which we're uraware
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Mot dream dictionares amailable n bookstores

imply thar there are universal mearsngs for
dream symbaols. Even most pspchoanahysts

regect this daim.

Explore Deferse Mechanisms of
mypsychlab.com

defenss mechanisms
UNCOrSCiUs manewyers mended to mirimize
anxiety

FEprESSion
motivated forpetting of emotionaly threaten
ing memories or impukes

occams razor

=DES A SIMPLER EXFLAMATION
FIT THE DATA 05T A5 WELL!

denial

motivated forpetting of distressing extermal
ENpErErOes

regression

the act of rturming psychologically to a
younper, and typically simpler and safer, ape

threatening, it “commands™ the ego to plaster over these wishes with symbols. We some-
times draw these symbals from our distant past, but in other cases we draw them from
what Frewd called the “day restdue.” the accumulation of evenis we expenenced on the day
off the dream. So rather than having an explicit drsom about a romantic encounter with a
classmate, a male might dream of driving a car throwgh a wnnel, a favonte Freodian sym-
balic representation of sex.

Bt beware Popular psychology books notwithstanding, moest Freodans don't
regard dream symbob as universal. [T we peruse the section of our local bookstores de-
voled o dreams, we'll And several dictionaries of dream symbals. One such dietionary
(Schoenewall, 1997 olfers the following rules for interpreting dream symbols: a duck,
vciche, spear, umbrella, or e symbolizes the penis a pocket, tunnel, jug, or gate symbal-
tees the vaging; and a kangaroo symbolizes sexual vitality (please don’t ask us 1o explain
this one). These and other dream dictionarves (Ackroyd, 1993) vastly oversimplify
Frewdian theory, because Freudians believe that different symbols can mean different
things to different dreamers.

AMXIETY AND THE DEFEMNSE MECHANISMS A principal function of the ego, according 1o
Freud, is 1o contend with threats from the outside wodd. When danger arises, the ego expe-
nences anxiety, smgnaling i 1o undertake corrective actions, Sometimes Ubese actions are
stratghtforward, ke jumpdng out of the way of an onceming car. In other cases, though, we
can't do mwsch to correct the atuation, so we must change our percepiion of iL.

b theese cases, the eno emgapes in defense mechamisme: uncoomscions maneuvers inlemd-
e to minamzre ancoely. The concepl of defense mechamsms has crept inbo our everyday bangusse
[ “Saiop bearng wo defensmve”™). Contrary 1o popular bebel, Frewd held thar defense mechantsns are
essential for peychologieal health, Indeed, the person bcking any defense mechanzsms would be
al the mercy of uncontrollable anxiey. Nonetheless, an excessive reliance on one or two delense
mechanisms, Frewd msisted, is pathokegical. Freud amd his doughier, Anna, who became a prommi-
nent pgychosmahst i her own rght, owmbned the poncipal defense mechantsms (A, Frewud,
1937 1. We'll present a brief o of them here (see TABELE I-I.III.-*—E::;I_ul.-_-.n_-

= Repression, the most eritical defense mechanism i psychoanalytic theory, 5 the
misdivared forgeiting of emotionally threatening memories or impulses. Unbike the
types of orgetting we discussed in Chapter 7, repression is presumably iriggered
by anxiery: We lorget because we want to forget. According to Freud, we repress
unhappy memaones of srly childhood o avosd the pain they produce. This re-
pressbon bads us to experience infantide apmed (see Chapter 71, the inaldbity 1o
remermber anything prior o about age three (Fiush & Hodson, 19900, Early
chikihood, Freud contended, i 100 anxiety provokmg for us to remember fully.
We now know this explanation s unlikely, becawse vesigaiors have identified
infantile amnesia in other animals, meleding mice and rats ( Berk, Vigorito, &
Miller, 1979; Richardson, Biocio, & Axiots, 1986). A commiatted Freudian could
presumably argee thar mice and other rodents also repres tTnumatic memories
ol early childhood [(perhaps memories of seetng oo many cas?), but Oecam’s
razor renders this explanaton implawsible

= In contrast o rupmnun-whxﬂl 15 the motmvated ftr:l"_l.;,d‘“:ll.‘lH 1:-|'-|]i.':ln:'5nng imternal
t'::p:'.l'i.u:'r.u.'t':-l.‘l:u.'la] i% the motivated El:-rgrlling of ﬂi_slmsing externial EXPErIEnces.
We most often observe denial in people with psychotic disorders, such as schismo-
plrenda (see Chapler 15), although mdividsals undergoing extreme stiress occa-
svmally engage in denial, toa. [1's not uncommen, for example, for the relatives of
individuals who have recently died 10 a tragic acesdent 1o insist that their bwved
aues st somehow, somewhere, be alive.

" Rq;r:u'l{m s the act of refurning psrr.hl:llup_:l:ul]yll:ru}'q:-ungfr e, Ln:r:u.'ul]]-' farl'g.'
childhood, when life was simpler and safer. Older children who've long since

stopped sucking therr thumbs sometimes suddenly resume thumb secking under
Slress
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TAELE 144 Major Freudian Defense Medhanisms and an Example of Exch.

DEFENSE MECHAMISM DEFINITION EXAMPLE

Kepression Motivated forgetting of emotionally threatening A person who withesses a trammatic combat scene finds
memories or impulses himsedf unable to remember it
Denial Motivated forgetting of distressing experienoes A mother who koses a child in a car accident insists her
child is alive.
Regression Retuming psychologically to a younger and safer ime A college student starts sucking his thumb during a difficule
BXCATI.
Reaction-formation Tramsforming an anxiety-producing experience into its A married woman who's sesonlly attracted to a coworker
opposite experiences hatred and revulsion toward hime
Propection Unconscous attribution of our negative gualities onto A marmied man with powerful tnconscious sexual Empulse=s
athers toward females complains that other women are aksays
“after him.”
Dhsphcement Diirecting an impulbse from a socally tnacceptable A golfer angrily throws his club into the woods after he
target onbo a more acceptable one MisSES N EA5y putt
Rationalimation Frowiding reasonable-sounding explanations fior A political candidate who loses an election convinces herself
unreazcnable behaviors or failures that she didn't really want the position after all.
Int=llectualization Awpiding the emotions associated with anuiety- A woman whose hushand cheats on her reassures herself
provoking experiences by focusing on abstract and that “according to evolutionary psychologsts, men are
impersonal thoughts naturally sexually promiscuouws, so there's nothing to womry
ahout.”
lentification with the  Adopting the psychological characteristics of people A college baskethall playper who indtially fears his tyrannical
agEressor we find threatening coach comes to admire him and adopts his dictatorial
gualities.
Sublimation Trarsforming a socally wnacceptabde impulse into an A boy who enjoys beating up on other children grows up to
admired and socially valued goal be=come a swocessful professional bower.

+ Reaction-formation s the transformation of an anxiety-provoking emotion
into s opposite. The observable emotion we see actually reflects the oppo-
site emotion the person feels unconsciously, Freud contended that we can
infer the presence of reaction-formation by the intensity wath which the per-
son expresses the emotion, as this emoton displays an exagpgerated or
“phoay™ guality.

In a remarkable study, Henry Adams and his collsagues found that males

with hagh levels of hosmoplaolnis—a duslike (not technically a fear, as the word im- m'“_ti':'n formation
trarsformation of an anxiety-provoking emo

plies) of homosexuals—showed shznificantly greater bncreases in penile cireum- tice into s cppasits

ference than males with bow levels of homophobia in response 1w sexually

projection

unconsoous atirbortion of our regaire chan
acteritics to others

exphicit videotapes of homaosexual stimul, such as men engaging m sex with
other men {Adams, Wright, & Lohbr, 1996). This finding is tantalizingly consas-
tenl with the Freudian concept of reaction-formatsn; some homopholdes may

harbor unconsclous homosexual impulses that they hnd unacceptable and
transform I.hfr.rn o a I.'IJl'Itii.'iEl:l.u dislike of homosexuals, Sull, there's an uJLEm_a- ruling out rival h;‘rrpﬂ theses
uve explanation: Anxiety can increase sexual arousal and perhaps trigger penile =

erections [Barlow, Sakhenm, & Beck, 1983). 5o fulure investigators will need 1o s ey — ————
FOR THE FINDIRGS BEEN EXCLUDED?

rule oul this rival hypothesis,

+ Propection i3 the unconscious attrbutsn of our negative characteristics to oth-
ers. Acconding o psychoanalysis, people with parandada are projecting their un-
conscious hostility onto others. Deep down they want w harm others, buat
because they can't accept thess impulses they perceive others as wantmg o harm

them.
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In this photograph from a 2008 game
M frustrated plyer Pnince Fielder throws
his bat to the ground after popping cut
Freudans would say that Ficlder is engaging in
which defense mechanism? (See answer upside

down ac botzom of page.)
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FIGURE 143 “Sour Grapes” According o
psychoanalysts, rationalizanion often involves

a psychological minimaation of previously
desired outcomes. This etching from Aesops
fables illustrates one example of ruonalizavon
ramely, the imous “sour grapes™ phenomenon:
The fox, who can't reach the previously desired
grapes, edls himse¥, “These grapes are much
too green and souwr. Even o | coudd reach them,
I would not eat them”™

FINLSRTIO) AL

+ Closely related to projection is displacement, in which we direct an impulse from
a socially unacceptable target onto a safer and more socially acceptable target.
After a frustrating day at work, we may pound our fist against the punching bag
at the gym rather than into the faces of our annoying coworkers.

* Rationalization provides a reasonable-sounding explanation for our unreason-
able behaviors or for failures. Some people who receive pasthypriotic suggestions
(see Chapter 5) to perform bizarre actions engage in ratiomalizations to explain
these actions. A subject given a posthypnotic suggestion 1o bark like a dog after
emerging from hypnosis may do so. When the hypnotist asks him why he barked,
he may ravonalize his behavior: "Hmmm . | was just thinking about how much
I missed my dog, so | felt like barking™ (see IGURE 14.3). A related defense mech-
anism, intellectualization, allows us 1o avoid anxiety by thinking about abstract
and interpersonal thoughts (refer back to Table 14.4).

+ Identification with the aggressor is the process of adopting the charactenstics of
individuals we find threatening: “If you can't beat ‘em, join 'em”” Anna Freud
(1937) observed identfication with the aggressor in concentration camp survivors,
some of whom seemed 10 assume their guards’ personality characterstics. [dentifi-
cation with the aggressor may underlie some cases of Stockholm syndrome—named
after a 1973 hostage crisis in Stockholm, Sweden, in which some hostages devel-
oped emotional attachments toward their captors (Kuleshnyk, 1984). Nevertheless,
journalists and pop psychologists have often used thas term loosely to refer to any
friendships that hostages forge with therr captoes (McKenzie, 200M), which may
have little or nothing to do with identification with the aggressor.

* Sublimation transforms a socially unacceptable impulse into an admired goal.
George Vaillant’s (1977) book, Adaptation to Life, which is a 40-year longitudinal
study of Harvard University graduates, features several striking examples of sub-
limation. Among them is the story of a man who set fires in chikdhood and went
on to become chief of his local fire department.

® Stages of Psychosexual Development

No aspect of Freud's theory is more controversial than his model of psychosexual develop-
ment. Nor has any aspect of his theory been more widely criticized as pseudoscientific
(Cioffi, 1998). According to Freud, personality development proceeds through a serses of
stages. He termed these stages psychosexual because each focuses on an erogenous zone, or
sexually arousing zone of the body. Although we're accustomed to thinking of our genitals
as our primary sexual organs, Freud believed that other bodily areas are sources of sexual
gratification m early development. Contrary to prevailing wisdom at the time, Freud inast-
ed that sexuality begins in infancy. He maintained that the extent to which we resolve each
stage successfully bears crucial implications for later personality development (see TABLE
14.5). He believed that individuals can become fixared, or "suck.” in an early stage of devel-
opment. Frxations can occur because children were either deprived of sexual gratification

TABLE 14.5 Freud’s Stages of Psychosexual Development.

STAGE  APPROXIMATE AGE PRIMARY SOURCE OF SEXUAL PLEASURE
Oral Birth to 12-18 months  Sucking and drinking

Anal |8 months to 3 years
Phallic’ 3 years to 6 years
Latency 6 years to 12 years
Genital |2 years and beyond

Alleviating tension by expelling feces
Genitals (penis or clitoris)
Dormant sexwual stage

Renewed sexual impulses; emergence of mature
romantic relationships

Includes Oedipus and Electra complexes
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Let us give two examples of what Anna'’s reminiscences revealed to
Breuer about the origins of her symptoms.

KeY poinT Where did Anna O's symptoms originate?

« Anng’s disturbed vision and squint- when Breuer asked Anna to recollect
when the problems with her vision had begun, she recounted an experi-
ence at her fathers sickbed. Anna had been crying in gnef, when her
father asked the time. Anna tried to look at her watch However, tears
obscured her vision, Accordingly, she brought the watch very chose to her
eyes, squinting to see through her tears.

v Anng's paralysis of the right side of her body when Breuer asked Anna to
recall when her paralysis appeared, Anna recounted how one might,
attending her father, she lapsed into a wivd dream. In this dream she
envisaged a snake leapang at her father from out of the wall Anna wished
she could defend him However, her right arm, draped over the back of
her chair, was paralysed And when Anna looked at this nght arm, the
firigers turnad, terrifyingly, nto snakes before her eyes, each bearing a tiny
death’s head

Once again, Anna’s act of recollecting when her symptoms first
appeared had unexpected effects. What Breuer found “to our great sur-
prise at first” (PMH: 7) was this: Anna’s recollection of the incidents
when her symptoms first emerged seemed to dissolve these symptoms,
By June 1882, Breuer tells us, he was able to cure Anna of all her hyster-
ical symptoms. Freud's 1909 recollection of these occurrences captures
the wonder Breuer's unpredicted therapeutic success produced in him:
“never before had anyone removed a hysterical symptom by such a
method or had thus gained such a deep insight into its causation”
(FL: 10).

Freud would spend his life pursuing the implications of Breuer's
fand Anna O's) chance discovery. In his own clinical work, Freud
would soon discard Breuer’s method of hypnosis as “a temperamental
and, one might say, a mystical ally” (FL: 26-7). Not only was Freud, by
his own admission, not particularly good at hypnotizing patients.
Because of the traumatic, emotionally charged content of what Anna
O and others recollected under hypnosis, Freud came to hypothesize
that hypnosis, by momentarily suspending the patients’ resistances
to recalling these painful memories, also prevented the doctor from
confronting these resistances. Hence these resistances would return in

intrecuction 3




patients after a period of time, sometimes more strongly than before
(e.g. FL: 29-30; see Chapter 8, under the section “The Ends of
Psychoanalysis™).

Yet Breuer's treatment of Anna O had opened the path to psycho-
analysis that Freud was to travel down. It was Anna O’ case that intro-
duced Freud to the remarkable possibility that hysterics — and, by
implication, the sufferers of other neuroses — “suffer mainly from rem-
mmiscences (PMH: 7). Moreover, Anna (s case alerted Freud to the
possibility on which all psychoanalytic theory would be based: namely,
that there may be thoughts and processes in people’s minds which,
despite being unknown to them, have a decisive say in their behaviour.

Psychoanalysis proper was born when Freud came to propose, after
1895, that Anna O's “talking cure” should be undertaken without
hypnotizing the patient. The doctor should do two “non-mystical”
things. First, he should assure the patient that they know more about
what has caused their symptoms than they might consciously think.
Second, in what is known as "free association”, the patient should say
the first things that come into their heads, no matter how fair or foul.
In this manner, Freud advocated, a type of recollection can be engen-
dered in the mentally ill that is lastingly curative.

Introducing metapsychology

Psychoanalysis is first and foremost this clinical practice of the talking
cure. It is based on the idea that a person’s — the analysand's — recollec-
tion of the original cause of their illness, in the presence of their doctor
— the analyst — is somehow therapeutic. Given that this is so, we might
well ask: what can psychoanalysis have to do with philosophy and other
modern movements of thought, if it can have anything to do with them
at all? The German novelist Thomas Mann noted Freud’s own profes-
sional opinion on the matter. In truth, Mann observed, Freud

did not esteem philosophy very highly .. . He reproaches it
with imagining that it can present a continuous and consistent
picture of the world; with overestimating the objective value of
logical operations; with believing in intuitions as a source
of knowledge and with indulging in positively animistic
tendencies, in that it believes in the magic of words and the
influence of thought upon reality.

(Mann, in Lear 1990: 1; cf. (e.g.) ON: 77-9)

understanding psychoanalyses
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Introduction l 9

The psychosomatic relationship was well known in ancient times. The first invocatory stanza of
Ashtangahridaya (the main text in dyurveda, written in the fourth century AD) describes how emotions like
desires lead to both physical and mental diseases.

Many attempits are being made to integrate ancient Indian psychology with modern Western psychology.
More than 40 books have appeared in the field of Indian psychology. There is the Jownal of indian Psychology
published from Andhra University, which has an Institute of Yoga and Consciousness. At least five psycholo-
gists have developed personality inventories based on the Triguma theory (Satwa, Rajas and Tamar) of Kapila
(Sankhva philosophy, sixth century BC).

| conclude this section with a personal note by means of a tribute to these great Indian psychologists, most
of whom have been my teachers, for having guided and steered the subject of psychology and bringing it on
the international platform.

PSYCHOLOGY DEFINED

Psychology is at the center of our efforts to understand the behavior of all living things. Branching of from
the mainstream of philosophy, it is interesting to note that literally the word *psychology® means the *science
of the soul”. It is a combination of two Greek words “Pryche " which means soul and *fogas  which means
discourse. Psychology was, therefore, literally, a study of the soul as we saw while discussing its history.

With time, there was a gradual shift in the emphasis of its subject matter. The word *soul” was replaced by
‘mind” and later, by *consciousness”. In 1890, William James defined psychology as the “science of mental
fife”. Thus, by this time psychology became an orderly, truthful and as far as possible a complete account of
mental life.

With the advent of behaviorism, the favored definition became *science of behavior . The scientific study
of behavior includes for its subject matter behavioral processes that are observable as well as those that can
only be inferred as thoughts and dreams. Psychology concerns itself with the study of human as well as
ammal behavior.

Today, the most acceptable definition of psychology is “Povehoelogy is the scientific study of all mental
processes, as expressed in bodily behavior and as observed in direct experience ”. Thus, psychology is not
only the study of an individual s physical reaction, which can be readily observed by another person, but also
of his thoughts, feclings, attitudes, values and the like, which may not be always readily observable.

SCOPE OF PSYCHOLOGY

The scope or the ficld of psychology has an intimate relation with its accepted definition. If we define
psychology as the science of conscious mental life, then our field will be limited only to directly known
conscious experiences of human beings. 1fwe limit our definition of psychology to the study of behavior, then
it will also put restrictions on the scope. Taking psychology as the scientific study of all mental processes, as
expressed in bodily behavior and as observed m direct experience, will help us in evaluating its scope.

The problem of the psychologist is to find out the various classes of mental processes; analyse them into
the simple or elementary process and try to discover those rules, principles or laws, which can help him in
understanding and explaining the origin, growth and development of the various mental experiences.

Further, since several mental processes are known only through the observation of bodily behavior,
knowledge of the bodily mechanism will help us to understand the accompanying mental processes. Thus, it
is also the duty of present day psychologists to try as far as possible to explain mental facts by reference to
bodily changes, especially nervous changes.
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As such, we find that the scope of psychology is broad and ever changing. The wide scope of psychology
can be understood when we know the vanous fields that have developed within its fold. Our discussion
regarding scope and problems will continue as we go on to examine the various fields of psychology.

Various Fields of Psychology

The vanious fields of psychology can be broadly classified as theoretical and applied. We will discuss them
mdependently under separate headings (see Fig. 1.1).

T
Thaaratical fields
"
General paychology Clinical paychaology |
HAbnormmal psychology Educational psychology
Development paychosogy | Organizational peychology
| Comparative paychobogy Counsaling peychalogy
Experimental psychalogy | Consumar psychology
Physiological psychalogy | | Psychology applied in lew and crima

\

| Social psychology |

'

Parapsychology |

Fig. 1.1 Various Fields of Psychelogy

Theoretical Fields
We will first deal with general psychology.
General Psyehology:  In this field of psychology, the emphasis is on general principles as opposed

to individual vanations, specics differences and sociocultural factors. The word “Gerneral " has been used to
refer to principles underlying such processes as lfearning, remembering and thinking, and such activities as
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atterfion, motivation and emotion. Stern (1921) comments “the problems set by general psychology and by
the psychology of the individual are quite different’. Warren (1958) defines general psychology as “the branch
of psychology which secks to discover what 1s true to individuals in general rather than of one individual or
class of individuals as distinct from others®. This definition of Warren is in terms of the goals or purposes of
the investigator or writer concemned. Drever (1952) defines general psychology as concemed with general
principles of mental life “as distinct from peculiarties chamctenstic of the individuals®. Historically, general
psychology has been associated with the method of expeniment, in the strict sense of systematic manipulation
of experimental variables.

General psychology is concerned with the descniption of three things: behavior, experience and other
people in as far as, they are personal agents. At a less fundamental level, general psychology describes the
social condition necessary for the birth of psychology.

Abnormal Psyehology: Abnormal psychology is the study of ‘abnormal behavior' or ‘abnormal
personaliny’, Le. ‘abnormalities ' of sensory perception or psychomotor function of cognitive, motivational
and other psychological function; abnormalities of personality including psychoses, neuroses, psychosomatic
disorders, character disorders, mental deficiencies, etc.

As an ohjective science, abnormal psychology uses biological, physiological, behavioral, psychodynamic,
sociocultural and other experimental and observational approaches to statistically unusual or deviant behavior.
It is related to diagnostic and therapeutic psychiatry, clinical psychology and other scientific approaches to
mental health, in which subjective and artistic methods are included or mtegrated.

Development Psychology:  Developmental psychology is the study of the remarkable changes in
behavior which happen as people grow older. These changes have been charted from the first moments in life,
and though most of the current information about developmental changes concerns children, it is also about
the changes that take place during adulthood, since no doubt exists that in many ways older people think and
behave differently from younger ones. Broadly speaking, developmental psychology has two independent
aims. The first is to describe what developments there are. The second aim is to discover the causes of devel-
opment difference.

Comparative Psychology:  Scientists studying human behavior in increasing numbers are making use
of docile non-human species in order to make credible comparisons with problems of human organization
and conduct. They do 50 in order to increase the comfort of man. The use of animal subjects to further under-
standing about human beings falls in the domain of comparative psychology. Though the animals are unable
to communicate via language, this is compensated for by elaborate investigatory methodologies, which give
credence to conclusions derived from these experiments. Comparative psychology has been used in the field
of learning, memory, emotions and many other areas of psychology. The results obtained have been gener-
alized and shown considerable resemblance with human behavior under various experimental condition.

Experimental Psychology: Experimental psychology was first concerned mainly with problems
of perception and reaction time. Today, the field of experimental psychology i1s not defined in terms of
subject matter alone. The particular way in which to study behavior characterizes experimental psychology.
Experimental psychology attempts to apply the rules of scientific method for the study of sensory processes,
memory, leaming, etc. and to discover the lawful relationships that govern behavior. The behavior may be
simple or complex, experimental psychologists search for the determinants of such behavior with respect to
the organism and its environment.

Physiological Psychology: In its most general form, this ficld of psychology is concemned with the
theory of relations between physical and mental (psychic) processes, including all attempts to reveal such
relationships. It has, as its object, the scientific investigation of the mechanisms by which the nerve cells of
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the face of the danger. The nature of anxiety can be understood when we
ask what is threatened in the experience which produces anxiety.

Let us say that I am a college student walking to the dentist's office to
have a tooth pulled. On the way I meet a revered professor whose class 1
have been in this term and whom I have seen in his office. He does not
speak to me nor nod nor give me any greeting whatever. After I pass him [
feel a diffuse gnawing “in my breast.” Am I not worth noticing? Am I
nobody—nothing? When the dentist picks up his pincers to pull my tooth, 1
feel a fear much more intense than the anxiety on the street. But the fear is
forgotien as soon as I'm out of the dentist’s chair. The anxiety, with its
gnawing, stays with me all day long and may even appear in my dreams
that night.

The threat, thus, in anxiety is not necessarily more intense than fear.
Rather, it attacks us on a deeper level. The threat must be to something in
the “core™ or “essence” of the personality. My self-esteem, my experience
of myself as a person, my feeling of being of worth—all of these are
imperfect descriptions of what is threatened.

I propose the following definition: Anxiety is the apprehension cued off
by a threat to some value that the individual holds essential to his existence
as a personality. The threat may be to physical life (the threat of death), or
to psychological existence (the loss of freedom, meaninglessness). Or the
threat may be to some other value which one identifies with one’s
existence: (patriotism, the love of another person, “success,” eic.). Nancy,
whom we will discuss below (p. 262), illustrates the identification of the
love of another person with her existence when she said, speaking of her
fiancé, “If anything went wrong with his love for me, I'd break down
completely.” Her security as a self depended upon this other person’s love
and acceptance of her.

The identification of a value with one’s existence as a personality is

dramatized in the remark of Tom? in his anxiety over whether he would be
retained in his job or be forced to resort again to government relief: “If 1
couldn’t support my family, I'd as soon jump off the end of the dock.” He
thus tells us that if he could not preserve the self-respecting position of
being the responsible wage-eamer, his whole life would have no meaning
and he might as well not exist. This he would confirm by snuffing out his
own life—committing suicide. The occasions of anxiety will vary with
different people as widely as the values on which they depend vary. But
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INSTINCTUAL FEAR V. ANXIETY DISORDER

Instinctual fear and anxiety are a normal part of life that can protect
and even stimulate you, whether it's a feeling of nervousness before
giving a speech or a shiver of fear as you walk down a dark street.
But more than 19 million Americans experience far more than just
normal anxiety. Instead, their lives are filled with crippling anxiety
and fear.

So what's the difference between normal instinctual fear and an
anxiety disorder? Instinctual fear is a reaction to an actual danger
signal. It involves physical and mental tension that helps you spring
into action to protect yourself from something scary or dangerous
that’s about to happen. Once the danger has passed, the fear goes
away. The body's reaction to danger is called the fight-or-flight
response. When you're scared, you can feel your heart start to pound,
your stomach tightens, and you breathe faster. All these changes are
designed to help you meet a deadly challenge by either fighting or
running away. Your heart beats faster so it can pump more blood
to your muscles and brain. Your lungs breathe in air more guickly
to supply your body with oxygen. The pupils in your eyes widen so
you can see better. And your digestive system slows down so you can
concentrate on the danger. It's a response that developed in humans
thousands of years ago when physical dangers were a constant threat.
The caveman who was able to outrun or outfight a saber-toothed tiger
lived to tell the tale and pass on his superior fight-or-flight genes to
his descendants.

The physical and mental tension of anxiety is similar to fear, but
with anxiety, there isn't usually any actual danger to trigger the feel-
ing. The feeling comes from the anticipation of future danger—the
concern that something bad could happen—and the worry that one
doesn't have what it takes to deal with it. Usually your body switches
into fight-or-flight mode only when there’s something to fear. When
you feel scared without real danger, that’s called anxiety.

Here's the difference: If a bully takes a swing at you and you feel
a burst of energy as you jump back out of the way, that's instinctual
fear. If you see a classmate in the distance and your heart staris to
pound and waves of terror sweep over yvou because he looks like
someone who might be a bully, that's anxiety.

Psychologists have defined the boundaries between ordinary
instinctual fear and anxiety disorders, and this book will help you
understand that difference. Although each anxiety disorder has
unique features, all anxiety disorders are united by a common
theme of excessive fear and dread in the absence of evidence of
clear danger. If you have developed a pattern of experiencing too
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their lives. Susan’s sleep is disrupted. Cindy and Steve may lose their jobs. And Mike has lost
the ability to drive in an efficient and timely manner.

The examples of Susan, Cindy, Steve, and Mike illustrate four types of anxiety disorder:
panic disorder, agoraphobia, social phobia, and obsessive-compulsive disorder. Later in this
chapter, you can find detailed descriptions of the characteristics of each specific anxiety dis-
order. But I would first like you to consider the common theme that runs through them all
What is the nature of anxiety itself?

What Is Anxiety?

You can better understand the nature of anxiety by looking at both what it is and what it
is not. For example, anxiety can be distinguished from fear in several ways. When you are
afraid, your fear is usually directed toward some concrete external object or situation. The
event that you fear usually is within the bounds of possibility. You might fear not meeting a
deadline, failing an exam, being unable to pay your bills, or being rejected by someone you
want to please. When you experience anxiety, on the other hand, you often can’t specify what
it is you're anxious about. The focus of anxiety is more internal than external. It seems to be
a response to a vague, distant, or even unrecognized danger. You might be anxious about
“losing control” of yourself or some situation. Or you might feel a vague anxiety about “some-
thing bad happening.”

Anxiety affects your whole being. It is a physiological, behavioral, and psychological
reaction all at once. On a physiological level, anxiety may include bodily reactions such as
rapid heartbeat, muscle tension, queasiness, dry mouth, or sweating. On a behavioral level, it
can sabotage your ability to act, express yourself, or deal with certain everyday situations.

Psychologically, anxiety is a subjective state of apprehension and uneasiness. In its most
extreme form, it can cause you to feel detached from yourself and even fearful of dying or
going crazy.

The fact that anxiety can affect you on a physiological, behavioral, and psychological
level has important implications for your attempts to recover. A complete program of recovery
from an anxiety disorder must intervene at all three levels to

L Reduce physiological reactivity
2. Eliminate avoidance behavior

3. Change subjective interpretations (or “self-talk”) which perpetuate a state of appre-
hension and worry

Anxiety can appear in different forms and at different levels of intensity. It can range in
severity from a mere twinge of uneasiness to a full-blown panic attack marked by heart palpita-
tions, disorientation, and terror. Anxiety that is not connected with any particular situation, that
comes “out of the blue,” is called free-floating anxiety or, in more severe instances, a sponfaneous
panic attack. The difference between an episode of free-floating anxiety and a spontaneous panic
attack can be defined by whether you experience four or more of the following symptoms at the
same time (the occurrence of four or more symptoms defines a panic attack):
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20 Use of the Manual

mania, depression, anxiety, substance intoxication, or neurocognitive symptoms—so that
an “unspecified” disorder in that category is identified until a fuller differential diagnosis
is possible.

Definition of a Mental Disorder

Each disorder identified in Section II of the manual (excluding those in the chapters enti-
tled “Medication-Induced Movement Disorders and Other Adverse Effects of Medica-
tion” and “Other Conditions That May Be a Focus of Clinical Attention”) must meet the
definition of a mental disorder. Although no definition can capture all aspects of all dis-
orders in the range contained in DSM-5, the following elements are required:

A mental disorder is a syndrome characterized by clinically significant distur-
bance in an individual's cognition, emotion regulation, or behavior that reflects
a dysfunction in the psychological, biological, or developmental processes un-
derlying mental functioning. Mental disorders are usually associated with signif-
icant distress or disability in social, occupational, or other important activities.
An axpectable or culturally approved response to a common stressor or loss,
such as the death of a loved one, is not a mental disorder. Socially deviant be-
havior (e.g., political, religious, or sexual) and conflicts that are primarily be-
tween the individual and society are not mental disorders unless the deviance
or conflict results from a dysfunction in the individual, as described above.

The diagnosis of a mental disorder should have clinical utility: it should help clinicians
to determine prognosis, treatment plans, and potential treatment outcomes for their pa-
tients. However, the diagnosis of a mental disorder is not equivalent to a need for treat-
ment. Need for treatment is a complex clinical decision that takes into consideration
symptom severity, symptom salience (e.g., the presence of suicidal ideation), the patient’s
distress (mental pain) associated with the symptom(s), disability related to the patient’s
symptoms, risks and benefits of available treatments, and other factors (e.g., psychiatric
symptoms complicating other illness). Clinicians may thus encounter mdu nduaLs whaose
symptoms do not meet full criteria for a mental disorder but who demonstrate a clear need
for treatment or care. The fact that some individuals do not show all symptoms indicative
of a diagnosis should not be used to justify limiting their access to appropriate care.

Approaches to validating diagnostic criteria for discrete categorical mental disorders
have included the following types of evidence: antecedent validators (similar genetic mark-
ers, family traits, temperament, and environmental exposure), concurrent validators (simi-
lar neural substrates, biomarkers, emotional and cognitive processing, and symptom
similarity), and predictive validators (similar clinical course and treatment response). In
DSM-5, we recognize that the current diagnostic criteria for any single disorder will not nec-
essarily identify a homogeneous group of patients who can be characterized reliably withall
of these validators. Available evidence shows that these validators cross existing diagnostic
boundaries but tend to congregate more frequently within and across adjacent DSM-5 chap-
ter groups. Until incontrovertible etiological or pathophysiological mechanisms are identi-
fied to fully validate specific disorders or disorder spectra, the most important standard for
the DSM-5 disorder criteria will be their clinical utility for the assessment of clinical course
and treatment response of individuals grouped by a given set of diagnostic criteria.

This definition of mental disorder was developed for clinical, public health, and re-
search purposes. Additional information is usually required beyond that contained in the
DSM-5 diagnostic criteria in order to make legal judgments on such issues as criminal re-
sponsibility, eligibility for disability compensation, and competency (see “Cautionary
Statement for Forensic Use of DSM-5" elsewhere in this manual).
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Gejala dan Tanda Gangguan Psikiatri

BAB I
PENGANTAR GEJALA DAN TANDA

GANGGLAN PSIKIATRI

Tujuan Pada akhir pembelajaran, mahasiswa/ pembaca
Instruksional | diharapkan mampu memahami gejala-gejala

Umum awal dan tanda-tanda adanya gangguan jiwa

(TIU) serta mampu untuk melakukan komunikasi
yang baik dengan pasien.

Tujuan Pada akhir pembelajaran mahasiswa/ pembaca
Instruksional | diharapkan mampu memahami penyebab-

Khusus penyebab  utama  timbulnya  gangguan-

(TIK) gangguan jiwa, memahami pembagian dan
penatalaksanaan tindak lanjut pasien-pasien
gangguan psikiatri

angguan jiwa atau gangguan mental adalah pola
perilaku, atau psikologik sescorang, yang secara klinik

cukup bermakna, dan secara khas berkaitan dengan
suatu gejala orang dengan gangguanan (distress) atau hendaya
(impairment / disability) di dalam satu atau lebih fungsi yang
penting dan manusia. Scbagai tambahan bahwa disfungsi 1tu
adalah disfungsi dan segi perilaku, psikologik, biologik, dan
gangguan itu tidak semata-mata terletak dalam hubungan antara
orang itu dengan masyarakat. Gangguan jiwa atau gangguan
mental juga dapat diartikan sebagai gangguan performa dalam
peran sosial dan pekerjaan tidak digunakan sebagar komponen
esensial untuk diagnosis gangguan jiwa, olech karena ini
berkaitan dengan vanasi sosial-budaya yang sangat luas.
Keterbatasan atau berkurangnya kemampuan untuk melakukan
suatu aktivitas pada tungkat personal, diartikan dalam hal
melakukan aktivitas hidup schan-han yang biasa dan dilakukan
untuk perawatan dirt dan keberlangsungan hidup (mandi,
berpakaian, makan, kebersihan din, buang air besar dan kecil).
1
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188

disorders, this one occurs only in females. This may be for genetic reasons—
alarge proportion of girls with this syndrome have a mutation in the
X chromosome.

Also in the Pervasive Developmental Disorder category is childhood disinte-
grative disorder, so called because the affected child begins life with at least two
years of apparently normal development, including verbal and nonverbal com-
munication, socal and adaptive skills, and play habits. Before the age of ten,
however, the child experiences a significant loss of skills in at least two areas,
including language, social skills, adaptive behavior, bowel /bladder control,
play, or motor skills, with the result that the child appears to be autistic. When
a child has a severe, pervasive impairment in social interaction, verbal / nonver-
bal communication, or shows stereotyped behavior, but doesn‘t meet the diag-
nostic criteria for any of the other disorders in this category, the diagnosis given
is “pervasive developmental disorder not otherwise specified.”

Further Reading: American Psychiatric Association. DSM-IV-TR: Diagnostic and
Statistical Manual of Mental Disorders. 4th ed. Text revision. Washington, DC: American
Psychiatric Association, 2000.
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PHOBIAS A phobia, or phobic disorder, is an irrational or excessive fear
of a particular object or situation. The DSM-IV lists three varieties of phobic
disorder: social phobia, specific phobias, and agoraphobia, all of which are
classified as anxiety disorders. People with social phobia have intense fears of
social interactions, such as meeting others, dating, or public speaking. People
with agoraphobia (literally “fear of the marketplace™) fear venturing out into
open spaces or going out in public. Specific phobias, the kind most people
associabte with the term, are fears of specific situations or objects. Phobias affect
people of all ages, from all walks of life, and in every part of the country.
The MNational Institutes of Mental Health report that 5.1 to 125 percent of
Americans have phobias. They are the most common psychiatric illness
among women of all ages and are the second most common among men older
than twenty-five.

Fhobias are manifested as emotional and physical reactions that can interfere
with going about a daily routine. Symptoms include feelings of panic and dread,
rapid heartbeat, shortness of breath, trembling, and an overwhelming desire to
flee the situation. Fear of this reaction leads to avoidance of the feared situation
or object, which can interfere with the ability to work, socialize, or care for one’s
personal needs.

Feople with agoraphobia aveid public places, especially busy streets or
crowded places such as theatres, shopping malls, or churches. Some people
with agoraphobia become so fearful that they remain housebound, leaving their
homes only with great distress or when accompanied by a trusted friend or
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The Cognitive Mode of Anxiety 41

heightened arrention to the symprtoms of anxiery will intensify one’s subjective appre-
hension. Second, the presence of anxiety can impair performance in certain threaten-
ing situarions, such as when the speech-anxious person goes blank or starts to perspire
profusely. Attention to these symptoms could easily interfere with the person's ability
to deliver the speech.

In the final analysis the anxious person interprets the presence of anxiety itself as
a highly threatening development that must be reduced as quickly as possible in order
to minimize or avoid its “carastrophic ettects.™ In this case the person lrerally becomes
“anxious about being anxious.” I M. Clark and colleagues have developed cognitive
models and interventions for panic, social phobia, and PTSD that emphasize the del-
eterious eftects of misinterpreting the presence of anxions symptoms in a catastrophic
jor at least highly negative) manner (D. M. Clark, 1996, 2001; D. M. Clark & Ehlers,
2004). This selt-perpetuating characteristic of anxiety, then, indicates that any inter-
vention designed to interrupt the cycle must deal with any threat-related appraisals of
anxious symptoms themselves.

Clinician Guideline 2.8

Correcting misinterpretations of anxious SYmMpPEomS 15 another Important component of
cognitive therapy for anxiety disorders.

Cognitive Primacy

The cognitive model asserts thar the central problem in anxiety disorders is the acn-
vation of hypervalent threat schemas that present an overly dangerous perspective on
reality and the selt as weak, helpless, and vulnerable (Beck et al,, 1985, 2005). From
a cognitive perspective, an initial rapid and involuntary stimulus evalvation of threat
occurs in the early phase of anxiety. It is within this framework that we view cognition
as primary in the acquisition and maintenance of fear responses. Furthermore, because
of the primacy or importance of cognition, we propose that some shift in the cognitive
conceptualization of threat is needed betore any reduction in anxiety can be expected.
Without treatment, the repeated appraisal and reappraisal of threat and vulnerability
will lead to a generalization of the anxiety program so that it encompasses a broader
array of eliciting situations.

Clinician Guideline 2.9

Changing the cognitive evaluation of threat and vulnerability is necessary to reverse the gen-
eralization and persistence of anxiety.

Cognitive Vulnerability to Anxiety

There are individual differences in susceptibility or risk for anxiety disorders. Indi-
viduals are at increased nisk tor anxiety because of certain genetic, neurophysiological,
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Fear v. Anxiety Disorder: What's the Difference? 3008 B B

much anxiety on a daily basis, you may be diagnosed with an anxi-
ety disorder.

Tormented by panic attacks, obsessive thoughts, flashbacks of trau-
matic events, nightmares, or frightening physical symptoms, teens
with anxiety disorders may become overwhelmed by their anxieties
and eventually feel so frightened that they can’t leave the house. You
may know someone with an anxiety disorder, or perhaps you're strug-
gling with this problem yourself.

If you are, you're not alone. Anxiety disorders affect as many as
one of every eight teens of every age, color, religion, and economic
status. They also affect more girls than guys. In fact, anxiety disorders
are the most common mental health problem in the United States.

There are six types of anxiety disorders, and many of their symp-
toms overlap. They include

» generalized anxiety disorder (GAD): This problem causes
constant, exaggerated worrisome thoughts and tension about
everyday life events and activities. With GAD, you may almost
always anticipate the worst although there is little reason to
expect it; there also may be physical symptoms such as fatigue,
trembling, muscle tension, headache, or nausea.

» post-traumatic stress disorder (PTSD): Experiencing a trau-
matic event such as an assault, a car accident, or a natural
disaster can later trigger a series of symptoms, including irri-
tability, numbed or lack of emotions, nightmares, flashbacks,
depression, or anger. Family members of victims also can
develop this disorder.

» panic disorder: This problem causes repeated episodes of
intense fear that strike often and without warning. Physical
symptoms include chest pain, heart palpitations, shortness of
breath, dizziness, abdominal distress, feelings of unreality, and
fear of dying.

» social phobia: This causes an overwhelming and disabling
fear of scrutiny, embarrassment, or humiliation in social situa-
tions that can be so anxiety-producing you may avoid poten-
tially enjoyable activities.

» specific phobias: People with a specific phobia experience extreme,
disabling, and irrational fear of something that poses little or no
actual danger; the fear leads to avoiding the objects or situations
and can cause people to limit their lives unnecessarily.

» obsessive-complusive disorder (OCD): This problem involves
repeated unwanted thoughts or compulsive behaviors that seem
impossible to stop or control.
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Derense MEcHamIzuS

concept more akin o the concept of resistance) or to a
psvchic impulse that seeks to avoid anxiety and
unpleasure in the quest to adapt and achieve a state of
equilibrium. As a result, the function of defense as a
mechanism necessary for psvchic growth is often
overlooked.

Eiss Scusan-Emsigs

See alsor Actual newrosisfdefense newross  Autsix
defenses; Conflict; Defense mechanisms; Ego; Egoe and the
Mechansms of Deferse, The Manic defenses; Marcisssne
defenses; Megation; Newrotic defenses; Paranoid-schizond
posttion;  Paychonewrosass  (or  neuro-psychosas)  of
defense; Paychotic defenses; Repression; “Sphnming of the
Ego in the Process of Defence, The”
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DEFENSE MECHANISMS

Defense mechanisms are psychic processes that are
generally attributed to the organized ego. They orga-
nize and maintain optimal psychic conditions in a way
that helps the subject’s ego both to confront and avoid
anxiety and paychic disturbance. They are therefore
among the attempts to work through psychic conflict
but if they are deploved in an excessive or inappropri-
ate way they can compromise psychic growth.

There 58 no dear distinction in Sigmund Freud's
waork between a defense and a defense mechanism,
(the kamer referring to the unconscious processes by
which the defense operates). The concept of defense
first appeared in his article "The Neuro-Psychoses of
Diefence™ [18%4a) and was nest disoussed in “Further
Remarks on the Meuro-Psychoses of Defence”™ ( 1896b)
and "The Aetiology of Hysteria” (18%6¢). Finally, in
the text entitled “Insincts and their Vicissitudes™
(1915¢c), mrning against the self and reversal into the
opposie were identified as defense mechanisms, in
addition o repression and sublinsarion.

For Freud, the concept of defense refers to the ego's
amemnpts at psychic transformation in response to
representations and affects that are painful, intoler-
abdle, or unscceptable.

He abandoned the comncept of defense for a period
in favor of the concept of repression. He then re-
introduced it in “Meurotic Mechanisms in Jealousy,
PFaranoia and Homosexualicy™ (1922b [1921]). Freud
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28 THE LANGUAGE OF FILM

which many academics and college / university courses rely regu-
larly are David Bordwell and Knstin Thompson, Film Art: An
Introduction (1993), and Timothy Corrigan and Patrica White, The
Film Experience (2004). Both texts multiply the number of terms 1
present here, and both acknowledge the paradoxical, if not impos-
sible, nature of any taxonomy of film. In giving names to what we
sce and hear, that is, we necessarily translate; we represent, in the
medium of written language, the sensory experience of watching
and listening. (The still images sprinkled throughout this text and
others repeat the problem on another register, insofar as they
finesse the phenomenon of duration and exemplify in their stillness
all that cinema sought to overcome in its illusion of motion. Would
that the web overcame the hurdles of copyright so that you could
read this with “live” streams.) This summary means, then, to spur
you toward more watching, more listening, more reading, more
thinking about what you see and hear. That said, there is no other
chapter-length summary like it. It moves quickly and might func-
tion nicely as a reference to which you may wish to return.

FILM ANALYSIS, THE BASICS: MISE-EN-SCENE

We start with mise-en-scéne. From the French — not a bad language
to sharpen if you're drawn to cinema studies — in its initial use it
meant the theatrical process of staging. In film study it retains the
theatrical overtones, meaning to “put into the scene” and desig-
nating all that encompassed by the frame (the bounded axes of the
image, discussed in the section on “Cinematography;” see pp. 36-
42). In the study of auteurs, you will reaall, it was in mise-en-scéne
that the French intellectuals found the evidence for authonal signa-
tures and individual genius, but it 1s also in mise-en-scéne that we
often find a palpable manifestation of what we might call in the
vernacular the “world of the film,” its feel, its attitude toward
detail, its sense of its own reality against which we can measure its
representations. It thus provides a useful starting point for
describing what you're seeing. If viewers of Edward D. Wood, Jrs
Plan 9 From Outer Space (1939) observe gleefully that the “flying
saucer” is in reality a metal pie plate suspended by a visible stning,

Wood’s earnest world of zombies and space travel, like many of the
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information of our “real life™ This often imperceptible
cinematic language composed not of words but of
miyriad integrated techniques and concepts, connects us
to the story while deliberately concealing the means by
which it does so.

Yet hehind this mask, all movies, even the most bla-
tantly commercial ones, contain layers of complexity
and meaning that can be studied, analyzed, and appre-
ciated. This book is devoted to that task—to actively
fookimg of movies rather than just passively watching
them. It will teach vou to recognize the many tools and
principles that filmmakers employ to tell stories, convey
information and meaning, and infleence our emotions
and ideas.

Once you learn to speak this cinematic language,
vou'll be equipped to understand the movies that per-
vade our world on multiple levels: as narrative, as ar-
tistic expression, and as a reflection of the cultures that
produce and consume them.

What Is a Movie?

Mow that we've established what we mean by looking at
movies, the next step is to attempt to answer the decep-
tively simple question, What i3 a movie? As this haok will
repeatedly illustrate, when it comes to movies, nothing
i3 as straightforward as it appears.

Let's start, for example, with the word mowies. If the
course that you are taking while reading this book is “In-
troduction to Film® or “Cinema Studies 101" does that
muean that your course and this book focus on two differ-
ent things? What's the difference between a movie and a
film? And where does the word cirema fit in?

For whatewver reason, the designation filme is often
applied to a motion picture that critics and scholars
consider to be more serious or challenging than the mow-
dex that entertain the masses at the multiplex. The still
loftier designation of cinema seems reserved for groups
of films that are considered works of art (e.g., “French
cinema®). The truth is, the three terms are essentially in-
terchangeable. Cimema, from the Greek kinesis (“move-
ment™), originates from the name that flmmaking pi-
oabeers Auguste and Louis Lumbbre coined for the hall
where they exhibited their invention; film derives from
the cellulodd strip on which the images that make up
motion pictures were originally captured, cut, and pro-
jected; and modes i3 simply short for motion pictures.
Since we conslder all cinema worthy of study, acknowl-

What Is a Mowvial

edpe that films are increasingly shot on formats other
than film stock, and believe motion to be the essence
of the movie medium, this ook favors the term wsed in
our title. That zaid. we'll mix all three terms into these
pages {as evidenced in the preceding sentence) for the
sake of variety, if nothing else.

To most people, a movie is a popular entertainment,
a product produced and marketed by a large commer-
cial studio. Begardless of the subject matter, this movie
ks pretty to look at—every image i3 well polished by an
army of skilled artists and technicians. The finished
product, which is about two hours lomg, screens initially
in maovie theaters; is eventually released to DVD and
Elu-ray, streaming, dowmload, or pay-per-view; and ul-
timately winds up on television. This common expecta-
tom is certainly understandable; most movies that reach
most English-speaking audiences have followed a good
part of this model for three-quarters of a cenfury.

And almost all of these ubiguitous commsercial,
feature-length movies share another basic characteris-
tie: narrative. When it comes to categorizing movies, the
narrative designation simply means that these movies
tell fictional (or at least fictionalized) stories. OFf course,
if you think of nareative in its broadest sense, every movie
that selects and arranges subject matter in a cause-
and-effect sequence of events ks employing a narrative
giructure. For all their creative flexdibility, movies by thedr
very nature must travel a stralght line. A conventional
migtion picture ks essentially one very long steip of im-
ages. This linear quality makes movies perfectly suited
to develop subject matter in a sequential progression.
When a medium so compatible with narrative is in-
troduced to a culiure with an already well-established
gtorytelling tradition, it's easy to understand how pop-
ular cimema came to be dominated by those movies de-
voted to telling fictional stores. Because these fiction
films are so central to most readers’ experience and so
vital to the development of cinema as an art form and
cultural foree, we've made narrative movies the focus of
this introdwc tory texthook.

But keep in mind that commercial, feature-length nar-
rative films represent only a fraction of the expressive
potential of this versatile medium. Cinerma and narra-
tive are both very flexible concepts. Documentary films
givive for objective, observed veracity, of course, but
that doesn't mean they don't tell stories. These mowv-
ies often arrange and present factual information and
images in the form of a narrative, whether it be a preda-
bor's attempts to track and kill its prey, an activists guest



performance, and production-design stylings that sub-
vert andience expectabions as only an experimental
il can.

Weve already discussed the importance of narra-
tive to many documentary films. A growing number of
narrative feature films that incorporate documentary
technigues demonstrate that the borrowing works in
bath directions. Contemporary directors such as Jean-
Ferre and Luc Dardenne (Two Duays, One Mighs, 2004),
Lance Hammer (Ballost, 2008), Benh Zeitlen (Beasis of
fhe Southern Wild, 2002), Byan Coogler (Fruifvele Sta-
fioe, 2003), and Kelly Reichardt (Might Moves, 2014)
wse ammall crews, natueal lighting, kandheld cameras,
and nomactors (alongside deglamorized professionals)
to lend their gritty narrative films the sense of authen-
tic realism associated with doecumentary aesthetics and
technigues.”

Genre

Our brief survey of documentary and experimental cin-
ema demonstrates that both of these primary types of
maovies can be further divided into defined subcatego-
ries. These distinetions are both useful and inevitable.
Any art form practiced by ambitions mnovators and
consumed by a diverse and evolving culture can't help
developing in multiple directions. When filmmakers
and their audiences recognize and valoe particular ap-
proaches to both form and content, these documentary
or experimental subcategories are further differenti-
ated and defined. And the moment such a distinction
is accepted, filmmakers and viewers will begin again to
refine, revise, and recombine the elements that defined
the new categorization in the first place.

Genre refers to the categorization of marrative films
by the stories they tell and the ways they tell them. Com-
monly recognized movie genres include the Western,
horror, sclence fletion, muslcal, and gangster film. But
tliia i= far from a complete list. The film industry contin-
wes bo make action movies, biographies (biopics), melo-
dramas, thrillers, romances, romantic comedies, fantasy
filtms, and meamy others that fall within some genre or
subgenre category.

Cinema of ideas
All cinema s about Keas—mary about e dea af cinema iselt

and thare are many weys to make a film. Some Almmekess. fnd
nothing mone chalenging tham makng a movie aboul an oea hae
its own sake. With The Tree of Lifle (201}, writerMdirector Tesrence
Kalick gently deals with such abstract ideas as life and death, love,
family, joy ard saroes, the fiow of trme, and whether etemity exisis
|1t% wisual s, procuced by vwrad rﬂa:_u:s-n:-‘l DU maafurad waorid, cre
ates ani ovarnayrg stnuchee. Under thad he genily tuoes 2 b rtfully
realized acoount of ane family's [de in the 1980z American South

WESE, thus leiting us expanencs tha uriversa and the Inoeadu Blurt
s prrcpsal purpose, lke that of 2l conema, is o maks us see and
hedp us understard s oo

A long list like that may lead you to believe that
all films are genre movies. Not eo. A quick scan of the
movies in theaters during a single week in 2004 reveals
many narrative films that tell storles and employ styles
that don't fit neatly into any existing genre template.
The nongenre titles filling out the top fifteen box office
leaders during the last weekend in 2004, for example, in-
cluded Night at the Museum: Secred of the Tomib (Shawn
Levy), The Gambiler {Rupert Wyatt), Wild (Jean-Marc
Vallée), and Top Five (Chris Rock), as well as The Hunger
(rrmes: Mockingfay—Pert 1 (Francis Lawrence), which
borrows from a number of genres but doesn't land di-
rectly inany.

Genre 18 certainly not the only way that narrative
movies are classified. The film industry breaks down
films according to studio of origin, budget, target audi-
erce, and distribution patterns. Moviegoers often make
viewing decisions according to the directors and,‘or stars
of the films available. Film scholars may categorize and
atalyze a movie based on awide range of criteria, incld-
ing its specific aesthetic style, the artists who created it,

3. Many thanks 1o O Jamas Knsd &nd Univarsety of North Canslinag 'Wilminglon professors Shannoa Silva, Andrae Silva, and O J. Carlos Kasa for
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GLOSSARY 311

semiotics the study of signs and their meanings, initally developed for the study of
spoken language, and now used also tw study the visual and awral ‘lainguages” of
other media such as relevision.

serial a welevision form where a developing narrative unfolds across a sequence of
separate episodes.

series a relevision form where each programme in the series has a different story or
topic, though sermtings, main characters or performers remain the same.

set-top box the elecrronic decoding equipment connected o home television sets
thar allows access w digiral relevision signals.

shooting ratio the number of minures of film used to film a scene or complere
programme as compared to the screen-time of the finished scene or programme.

shot-reverse-shot the convention of alternating a shot of one character and a shot
of another character in a scene, producing a back-and-forth movement which
represents their interaction visually.

sign in semiotics, something which communicates meaning, such as a word, an
image or a sound.

simulation a represenration thar mirrors an aspect of reality so perfectly thar it takes
the place of the reality it aims to reproduce.

slot the position in a relevision schedule where a programme is shown.

soap opera a contnuing drama serial involving a large number of characters in a
specific location, focusing on relationships, emotions and reversals of formune.

sociology the academic smdy of society, aiming to describe and explain aspects of
life in that sociery.

spectacle a fascinating image which draws artention to irs immediate surface
meanings and offers visual pleasure for its own sake.

spin-off a product, relevision programme, book, erc. that is ereated w exploir the
repuration, meaning or commercial success of a previous one, often in a different
medinm from the original.

sponsorship the funding of programmes or channels by businesses, whose name is
usnally prominentdy displaved in the programme or channel as 2 means of
advertising.

status quo a Latn rerm meaning the ways thar culoure and society are currently
organised.

storyboard a sequence of drawn images showing the shots o be used in a pro-
gramime.

strand a linked series of programmes, sharing a commaon ritle.

stripping in television scheduling, placing a programme or genre of programme ar
the same time on several days of each week

structure of feeling the assumprions, awitndes and ideas prevalent in a sociery,
arising from the ideclogies underpinning thar sodery.
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Types of Drama

Drama usually occurs in one of three forms: the stand-alone drama, the drama series, and the drama
serial.

T‘IIE' SEI.THJIJ;IJJIL" f}rﬂl‘l‘]’d

A stand-alone drama is complete in one showing. Like the average movie, the stand-alone drama is
typically 60-90 minutes long and contains one major plot.

T_.lril-l.' ”n:r:lm SLTJIE.'F

The drama series is a collection of short dramas (typically, each drama in the series is 20 or 30 minutes
long) broadcast on a weekly basis. The same main characters appear in each program of the series,
but they are engaged in a separate and complete plot (story) every week. The drama series can be
compared to a regular newspaper comic strip: the same characters appear every week, but they are
involved in a different activity each time they appear. (The Design Document sample that is given

in Appendix B was created for a drama series.)

The Serial Dramra

A serial drama is an ongoing story divided into episodes {(much like the chapters of a novel) that are
shown on air regularly: day by day or week by week for a period of six months, a year or even more.
At the end of each episode the story is left incomplete, closing on a question or a note of suspense
s0 that viewers are encouraged to watch the following episode to find out what will happen next.
Typically, the E-E drama is shown at the rate of one episode per week for 6-12 months. In some
cases, the drama is extended and becomes a part of regular entertainment for viewers. The famous,
award-winning South African series Soul City has been on the air since 1994 with once-a-week TV
serial. In the last few years, the social change efforts of this series have been enhanced by a radio drama
that 15 aired every day, and the addition of a children’s television and radio series, Soul Buddyz.”
Any of these drama formats—the stand-alone drama, the drama series, or the drama serial —can
be comic, tragic, mysterious, adventurous, or can combine two or more of these emotions. The serial
drama, which usually contains three or more separate plots, can represent a number of emotions so
that it can be, for example, tragic in one plot, amusing in another {which might also contain a love
story), and frightening in yet a third plot. Similarly, these separate plots can be designed to appeal to
different audiences (adolescents, rural workers, and city dwellers) but subtly blended in a way that

gives the message universal relevance.

* The Soul City Institute for Health and Development, led by its founder, Garth Japhet, is a non-governmental organization
based in Johannesburg, South Africa. Known generally as Soul City, the institute was established in 1992 to employ mass
media—espedally Entertainment - Education dramas—~for health improvement and social development. Details of the
program types and the remarkable success of Soul City can be found on www soulcity.org.
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musikal, western dan sebagainya. Genre secara umnm membagr hilp
berdasarkan jenis dan latar ceritanya. Masing-masing memiliki karakeersiik
khas yang membedakan satu genre dengan genre lainnya. Bab iy secar
khusus akan membahas lebih jauh tentang klasifikasi hlm berdasarkan genre,

BAB L1, Dehnisi dan Fungsi Genre

Istilah genre berasal dari bahasa Perancis yang beimakne "benk aran
"tipe”. Kata genre sendii mengacu pada istilah Biologi yakni, genus. sebuals
klasifikasi flora dan fauna yang tingkatannya berada di atas spesies dan di bawah
Jamily. Genus mengelompokkan beberapa spesies yang memiliki kesamaan
ciri-ciri fisik tertentu. Dalam film, genre dapat didehnisikan sebagai jenis
atau klasifikasi dari sekelompok film yang memiliki karakter atau pola sama
(khas) seperti setting, isi dan subyek cerita, tema, strukur cerita, aksi atan
peristiwa, periode, gaya, situasi, ikon, mood, serta karakter. Klasitikasi tersebut
menghasilkan genre-genre populer seperti aksi, petualangan, drama, komedi,
horor, western, thriller, film no.v. roman, dan sebagainva.

Contoh sederhana adalah genre western . Genre i menvhkr cena,
karakrer, serta serting vang lazim digunakan. Cerita filmnya sering kali herkisah
tentang scorang koboi pengembara jago tembak yang suka membantu kaum
lemah yang ditinda oleh seorang tuan tanah jahat. Di akhir kisah sang jagoan
berduel dengan musuhnya, menang, dan kembali pergi mengembara. Western
juga memiliki karakter-karakter dengan penampilan hisik yang khas, scpert
koboi dengan kostumnya, topi, sepatu, pistol, sabuk kulit, dan lainnya. Sezting
biasanya berupa kota kecil di tengah padang, bar, ranch, padang tandus, sungai
dan sebagainya. Aksi berkuda, tembak-menembak, duel senjata, perkelahian
tangan kosong, perampokan bank adalah hal-hal yang sering kit jumpai
dalam flm western. Seperti halnya western, geme lainnya juga memiliki
karakeeristiknya masing-masing,

Fungsi utama genre adalah untok memudahkan kiasikast sehoah filin.
Filin yang d:produksi sejak awa! perkembangan sinema hingga kini mungkm
telah jutaan lebih jumlahuya. Genre membantu ki memilah film-film tersebun
sesuai dengan spesifkasinya. Induseri bl sendin senng menggunakannya
sebagan strategi marketing. Gienre apa vang kini sedany menjadi nen menjadi
olak ukur ilm yang akan diproduksi. Sclain untuk Lasifikasi, genre juga

dapac bertungsi sehagarantsipasi penonton erhadap it yang, akan duonton
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Jika seorang penonton telah memutuskan untuk melihat sebuain .
genre tertentn maka sebelumnya ia telah mendapatkan gambaran .-
(ide) di kepalanya tentang hlm yang akan ia tonton. Misalnya jika kita ing,
mendapat hiburan nngan, umuamnya kit akan memilih film bergenre aksi

atau komedi.

BAB '11.2. Klasifikasi Genre

Dari masa ke masa filmi semakin berkembang demikian pula genre.
Sebuah genre biasanya ditetapkun setelah beberapa film yang mewakili genre
tersebut sukses dan berkembang menjadi tren. Hampir semua genre hesar
mengalami pasang-surut dalam perkembangannya dan tidak selalu populer
sepanjang masa. Contohnya seperti film-hlm musikal kini tidak sepopuler
dan sesukses masa keemasan di era 1940-an. Pada era tersebut film-film terlaris
didominasi oleh jenis ilm musikal, namun kini tercatat hanya beberapa film
saja yang sukses. Contoh lainnya adalah genre horor yang amat sukses dan
populer di era 193C-an, baru bangkit kembali di era 1970-an meialu. film-
flm horor superna-vral. Filni-film bencana sejak era 1990-an hingga kini
masih sangat populer namun sebenarnya genre ini telah mengalami masa
keemasan pada era 1970-an.

Variasi genre sendiri jumlahnya bisa mencapai ra.usan. Tiap periode
dan wilayah (negara) masing-masing juga memiliki genr= khasnya. Di Jepang
dikenal genre-genre ; opuler seperti, chambara (aksi pedang), hahamono
(ibulkeluarga), serta sarariman (pekerja kantor); di Jerman juga dikenal
Heimatfilm sebuah film tentang kehidupan di kota kecil serta kammerspie!
sebualy (il diaia yang memiliki setting cerita (ruang) yang terbatas; di lulia
sempat dikenal white telephone, yakni film yang berkisah tentang kehidupan
masyarakat atas, serta spaghetti western (western produlssi laalia); di India kita
kenal dengan genre musikal khasnya; dan lain sebagainya.

Patut kita catat bahwa kebanyakan film merupakan kombinasi dari
beberapa genre sekaligus. Kombinasi genre walam sebuah film sering
disstilahkan genre hibrida (campuran). Walaupur: begitu brasanya sebuah
film terap memiliki saw atau dua genre yang domiman. Sebagai contoh seri
film populer James Bond, secara umum dapar kit kategorikan sebagai genre
spionase. Namun jika kita amati lebib jauh lagi lm-hlm James Bond juga

merupakan campurandari genre aksi, petaalangan, thraller fiksi-ilmah, roman,



komedi, politik, dan lain sebagamya Adapun kombinasi genre yang populer
saat ini seperti komedi-fantasi, tr/ler Jinnal sera aksi-fiksi ilimiah, Perly
dicatat pula bahwa klasifkasi bl berdasadkan genre hanyalah merupakan
suatu konvensi umum yang, sitatnya dinans Karakeerisuk schuah genre
boleh jadi tidak mengacu pada sara masa werenon namun terus berkembang
setiap saat. Faktor-takeor mnilah vang, mcaycbablkan mengapa studi rerhadap
gente begitu sulic dilakukan.

Genre juga terdapat pada bl jents serta bentuk i, Film
dokamenter misalnya, bisa kita kelompokkan  menjadi beberapa genre,
seperti perang, flora, fauna, ckspedisi,  olitik, budaya, agama, dan scbagainya.
Bentuk film animasi juga memiliki genre walaupun umumnya diprodulksi
untuk konsumsi keluarga dan anak-anak. Film-film animasi populer, sepert
1he Little Mermaid, The Beauty and the Beast, Alladin, memiliki perpaduan
antara genre roman, fantasi, serta musikal. Sementara The lron Giam
merupakan perpaduan genre drama dan fiksi ilmiah. Film animasi produksi
jepang, Princess Mononoke merupakan perpaduan genre petualangan dan
fantasi. Bahkan hinega gente scperti epik sejarah tampak dalam film animas:
seperti Prince of Egypt.

Hollywood scbagai industri filin rerbesar di dunia sejak awal dijadikan
sebagai titik tolak perkembangan genre-genre besar dan berpengaruh. Genre
genrc besar ini jumlahnya hingga kini telah mencapai puluhan. Untuk
muimudahkan pembahasan, genie-genie besar ini akan kita bagi berdasarkan
pengaruh dan sejarah perkembangannya. Genre-genre besar ini akan kita bagi
menjadi dua kelompok, yakni genre induk primer dan genre induk sekunder.
Genre-genre induk ini merupakan landasan utama bagi pengembangan genre-
genre kecil (khusus) dibawahnya. Masing-masing genic tersebut memiliki
karakeeristik serta pola dasar yang berbeda-beda, Perlu dicatat pula bahwa
setiap film cerita setidaknya memiliki sawu geme induk. Dalam pembahasan
selanjutnya kit dapat mengetahiai gambaran imom mengenai kaakeeristik
tiap genre induk.



Skema Genre Induk Primer dan Sckunder

Genre Induk Primer Genre Induk Sekunder

Aksi Bencana

Drama Biograhi

Epik Sejarals Detextif

Fantasi Film noir

Fiksi-ilmiah Melodrama l
Horor Olahraga

Komedi Perjalanan

Kriminal dan Gangster Roman

Musikal Superbero

Petualangan Supernatural

Perany Spionase '
Western Thriller

BAB !11.2.1 Genre Induk Primer

Genre induk primer merupakan genre-genre pokok yang telah ada dan
populer sejak awal perkembangan sinema era 1900-an hingga 1930-an. Bisa
kita katakan bahwa setiap film pasti mengandung setidaknya satu unsur genre
induk primer namun lazimnya sebuah 4lm adalah kombinasi Gari bebeiapa
genre induk sckaligus. Tidal: semua genre induk primer populer dan sukses
dari masa ke masa. Genre-genre scperti aksi, drama, komedi, horor, fantasi,
serta fiksi ilmiah, relatif masih populer hingga kini. Namun genre-genre
seperti musikal, epik sejarah, perang, serta western jauh lebih populer dan

sukses pada era silam (klasik).

Aksi

Film-film aksi berhubungan dengan adegan-adegan aksi hsik seru,
menegapgkan, berbahaya, nonstop dengan tempo cevita yang cepar. Film-
film uksi umumnya berisi adegan aksi kejar-mengejar, perkelahian, tembak-
menembak, balapan, berpacu dengan waktu, ledakan, serta aksi-aksi hsik
lainnya. Aksi kejar-mengejar sering kali menggunakan berbagai cara dan
moda transpoitasi seperti berlari, berkuda, sepeda, mobil, motor, truk, kereta

api, kapal, helikoprer, pesawat, dan sebagainya. Film-film aksi juga umumny.
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memihki kavakres protagonis dan anagonis yane jelas serea konflik beripa
kontrontasi fisik. Tokoh  protagonis biasanya malie dalam pertempuran
SCNJAtA maupun angan kosong, Busany. tokolt protagonis adalah secorang,
penegak hukum seperti polisic dewkait, agen pemeniniah, entara, veteran
perang, dan schagainya. Dalam cenea o amumny o pilak protagonis selaly
terancam fiwanya dan selalu bevada d basval wclanan prhake antagonis, Film
desi umumnys menpgunakan Karakeer Taka ik sebagar tokoh waama dan
sasatan penonton puan biasanya diviukan vatale kauni pria,

Genre aksi adalah salah sat penie yang, paling, adaptil dengan genre
innya. Genre ini mampt bertkombinasi dengan semua genre induk, seperti,
pernalangan, thriller, kriminal, liksi-ilmiah, drama, komedi, perang, fantasi.
dan bencana, Film-film aksi sering kali menghabiskan biaya produksi besar
karena menggunakan  bintang-bintang, populer serta adegan aksi yang
spektakuler. Aktor-aktor besar yang identik dengan jenis flm aksi adalah
Amold Schwarzenegger, Silvester Stallone, Bruce Willis, Steven Seagal, Jean
Claude Van Damme, Chuck Norris, Steve McQueen, Charles Bronson,
Me ! Gibson, Jer Li, serta Jacky Chan. Filin aksi sering kali sukses i pasaran

walaupun kualivisnya masih scering dipertanyakan.

Drama

Film drama bisa jadi merupakan genre yang paling banyak diproduksi
karcna jangkauan ceritanya yang sangat luas. Film-hlm drama umumnya
berhubungan dengan tema, cerita, serting, karakier, serta suasina jyang me-
motret kehidupan nyata. Konflik bisa dipicu olen lingkungan. diri sendiri,
maupun alam. Kisahnya sering kali menggugah emosi, dramatik, dan
mampu menguras air mata penontonnya. Tema umumnya mengangkat isu-
isu sosial baik skala besar (masyarakat) maupun skala kecil (keluarga) seperti
ketidakadilan, kekerasan, diskviminasi, rasialisme, ketidakharmonisan, ma-
salah kejiwaan, penyakit, kemiskinan, politik, kekuasaan, dan sebagainya.
Film-fitm drama umumnya tidak erfokus pada aksi fisik atau komedi dan
jarang sekali menggnnakan cfek visual, Kisahuya sering, kali diadaprasi dani
pertunjukan, karya sasera, novel, puisi, cataan harian, dan sebagainya.

Seperti halnya film aksi, genre drama mampu bearkombinasic dengan
gente apapun separti komedi, thidller, Biksi-ilmiahy. western, kiiminal, fan-
tsi, horor, serta perang. “wenie toman, melodiama, biograh merupakan

pengembangan Lingsung dari genre deama Film il dinma nnmnya bisa
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ditonton oleh semua Kalangan namun sering kali juga membidik kalingan
penonton tertentu seperti keluarga, remaja, dan analeanak Tudak sepern
genre aksi, film-flm drama kadang kurang berhasil di pasaran namun serimy:
kali mendapat pengakuan tinggi dari para pengamatc filim. Filim bl vany:
mampu memenangkan penghargaan film terbaik pada berbagar apang festval

umumnya adalah flm ber-gente drama beserta pengembanganny .

Epik Sejarah

Genre ini umumnya mengambil tema periode masa silam (sejarah)
dengan latar sebuah kerajaan, peristiwa atau tokoh besar yang menjadi
mitos, legenda atau kisah biblikal, Film berskala besar (kolosal) ini sering
kali menggunakan setting mewah dan megah, ratusan hingga ribuan figuran,
variasi kostum dengan asesori yang unik, serta variasi perlengkapan perang
seperti pedang, tameng, tombak, helm, kereta kuda, panah, dan sebagainya.
Film epik sejarah juga sering menyajikan aksi pertempuran skala besar vang
berlangsung lama. Tokoh utama biasanya merupakan sosok heroik yang
gagah berani dan disegani oleh semua lawannya, Genre biografi merup.kan
pengembangan dari genre epik sejarah. Namun tidak seperti biograh, tingkat
keakuratan cerita dalam film epik sejarah sering kali dikorbankan. Adapaun
contoh Alm-film ¢pik sejarah yang sukses antara lain, 7he Ten Commandienis,
Benhuy, Cleopatra, Spartacus, The Last Emperor, Braveheart, Gladwtor, Iroy
Kingdom of Heaven, serta 00,

Fantasi

Film fantasi berhubungan dengan tempat, peristiwa, serta karakter
yang tidak nyata. Film fantasi berhubungan dengan unsur magis, mitos,
negeri dongeng, imajinasi, halusinasi, serta alam mimpi. Film-hlm fantasi
berhubungan dengan pedang dan mantera gaib, naga, kuda terbang, karpet
terbang, dewa-dews, penyihir, jin, serta peri. Film fanuasi juga erkadang
berhubungan dengan aspek religi, seperti Tuhan atau malaikar yang wiun ke
bumi, campur tangan "ekuatan Ilahi, surga dan neraka, dan lain sebagamya.
Film-film fantasi sering kali mengadaptasi kisah 1601 Malam sera mitos
dewa-dewi Yunani. Genre fantasi basanya juga bersinggungan dengan
fiksi ilmiah, petalangan, supernatural, dan horor, Film-film fanasi yang,
populer antara lain, Itk a Wonderful 1ife, The Wizard of Oz, wiloy. The Lord
of The Rings, serca seii Harry Potter. Fil-hilm fantast juga senng diproduksy
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menggunakan kb animasi oleh stadio Wadi Disney, seperne The Lirile
Mevmard. e Beanty and The Beast, dan Maddin: Sen populer Star Wiars
merupakan - kombinas antara genie fantase dan petalangan. Film: fineas
wmumnya diingukan untole penonton remaja dan anak-anake naman kadang

juga mampn meeakar kalangan dewasa,

kst Himah

Film Shsi i berthubungan dengan masa depan, perjalanan soghasa
tuar, peobaaan ihiniahy, penjelajahan wakiu, invasi, atau kehancuran bumi, Fiks,
iliah serag kali berhubungan dengan teknologi serta kekuatan yang berada
di luar jangkauan teknologi masa kini. Film fiksi ilmiah biasanya berhubungan
dengan karakier non-manusia atau antifisial, seperti makhluk asing, robor,
monster, hewan purba, dan scbagainya, Film fiksi ilmiah mengalami masa
emas pada cra 1950-an dan hingga kini pun masih sangat populer. Film-film
hiksi ilmiah umumnya kaya akan efek visual sehingga menghabiskan biaya
produksi yang sangat besar. Genre fiksi ilmiah juga mampu berkombinasi
dengan genre apapin sepert aksi, petualangan, fvasi, drama, horor, fibm
noir, wetern, dan komedi. Sasaran penonton pun sangat bervariasi, namun
genre ini umumnya lebih disukai kaum pria. Film-film fiksi ilmiah yang
populer dan sukses antara lain, 2001: Space Odyssey ET; Star Trek, Alien, The
Terminator, Time Machine, Planet of the Apes, Juriasic Park, Independence Day,

seria 1 hc Matrix.

Horor

Film horor memiliki tujuan utama memberikan efek rasa takut, kejutan,
serta teror yang mendalan, bagi penontonnya. Plot film horor umumnya
sederhana, yakni bagaimana usaha manusia untuk melawan kekuatan jahat
den biasanya berhubungan dengan dimensi supernatural atau sisi gelap
manusia. Film horor umumnya menggunakan karakter-karakeer antagonis
non-manusia yang berwujud hsik menyeramkan. Pelaku teror bisa berwujud
manusia, makhluk gaib, monster, hingga makhluk asing. Film horor biasanya
berkombinasi dengan genre supernamnal (melibatkan makhluk supernatural
atau gaib, seperti hanoa, varapive, atan werawolf), fiksi-ihmiah (metibackan
makhluk angkasa loan atau hasil agpe cobailomah, sepera alien, zombie, aran
matan), sort thidler timelibadcan scorang paikopac acau pembunuh senal).

Film horor amumnya memilike siasana sermg gelap dengan dukungan

¢



ilustrasi musik yang mencekam. Sasaan film horor biasanya ditajukan
untuk kalangan penonton remaja dan dewasa. Film-hlm horor yang populer
diantatanya, Frankenstein, The Exorcist, Dracula, Nightmare on Elm Street,
Night of the Living Dead, Friday The 13", The Omen, dan Seream.

Komedi

Komedi boleh jadi merupakan geare yang paling populer di antara semua
genre lainaya sejak era silam. Komedi adalah jenis film yarg tujuan utamanya
memancing tawa penontonnya. Film komedi biasanya berupa diama ringan
yang melebih-lebihkan aksi, situasi, bahasa, hingya karakternya. Film komedi
juga biasanya selalu berakhir dengan penyelesaian cerita yang memuaskan
penontonnya (happy ending). Film komedi secara umum dibagi menjadi
dua jenis yakni, komedi situasi (unsur komedi menyatu dengan cerita) serta
komedi lawakan (unsur komedi bergantung pada figur komedian). Kedua
jenis komedi ini juga sering berkombinasi. Genre komedi secara khusus dapat
dipecah menjadi beberapa jenis dan bentuk, yakni slapstick (menekankan aksi
konyol), komedi verbal (rzenckankan dialog), screwball co:nedy (komedi tim
berpasangan dan populer di era 40-an), komedi hitam (mengangkat tema
gelap seperti, perang, kematian, kriminal), serta parodi atau satir (imitasi
Alm-film populer).

Genre kor edi sering berkombinasi dengan genre aksi, drama, musikal,
serta roman. Sasaran filin komedi umumnya ditjukan untuk penonton
remaja, keluarga, dan anak-anak. Beberapa figur tokoh dan tim komedian besar
di era klasik adalah Charlie Chaplin, Buster Keaton, Marx Brothers, Laurel &
Hardy, Abbot & Castello, M.r. Hulot, serta grup Monty Phyton. Sementara
figur komedian yang populer di era kini antara lain, Allen, Steve Martin,
Eddie Murphy, Martin Lawrence, Robin Williams, Mike Myers, Rowan
Atkinson, serta Jim Carrey. Adapun con:oh film-film komedi yang populer
berdasarkan jenisnya, seperti Mr. Bean Holiday dan Ace Vertura (slapstick),
Annie Hall (verbal), Bringing Up Baby dan His Girl Friday (screwball), Dr.
Strangelcre (komedi hitam), serta Scarry Movie dan Austin Powers (parodi).

Kriminal dan Gangster

Film-film kriminal dan gangster berhubungan dengan aksi-aksi knminal
sepertd, perampokan bank, pencurian, pemerasan, , enpudian, pembunuban,
persaingan antar kelompok, serta aksi kelompok bawah anah vang bekerja
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di luar sistem hukum Serng kali film jenis int mengambil kisah kehdug .
wkoh kriminal besar yang diinspirasi dari kisah nyata. Genre ini juga sers.
menampilkan perscteruan antara pelaku kriminal dengan penegak hukur
seperti, detekiif swasta, polisi, pengacara, atau agen rahasia. Tidak scpert.
genre aksi, Alm-flm kiimmal dan gangster sering menampilkan adegan a% .
kekerasan vang lebil didak manusiawi (sadis). Cirt khas adegan aksinya ada’s’
menggunakan tongkat pemukul, senapan mesin, serta bom mobil.

Tokoh kiiniinal biasasiya adalah sosok laki-laki aminsius, naterial so
sadis, imoral, dan menggunakan cara apa pun untuk mencapai wijuanava.
Sebaliknya sosok penegak hukum biasanya adalah sosok yang taar hukuem.
keras, serta menggunakan caranya sendiri untuk menangkap buruannys
Cerita film umumnya mengambil latar kota besar dengan penduduk yang
padat. Dalam sejarah perkembangannya genre ini berkembang menjads
detekaif (misteri), film noir, serta film penjara atau narapidana. Genre ini
sangat populer di era 1930-an dan bangkit kembali di era 1970-an. Adapun
hlm-film kriminal dan gangster yang populer antara hin 7he Gedfatier
The French Connection, Dirty Harry, Scarface, A Dog Day Afterneon, iHew:.
Goodfellas. Casin. Road to Perdition, Ocean Eleven. sexta The Departed

Musikal

Genre musikal adalah flm yang mengkombinasi unsur musik, lagu, tan
(dansa), scria gerak (korcografi). Lagu-lagu dan rarian biasanya mendominasi
sepanjang ilm dan biasanya menyatu deagan ceri. Pengganaan musik dan
lagu bersama Liriknya viasanya mendukung jalannya alur cerita. Cerita film-
film musikal umumnya berkisah ringan seperti percintaan, kesuksesan, serta
popularitas. Sz aran film musikal lebih ditujukan untuk penonton keluarga,
remaja, dan anak-anak. Film-hlm musikal berskala besar mengalami masa
emas di era 1940-an hingga 1960-an melalui ilm-flm populer seperti, Singin
i the Rain. The Sound of Music, serta West Side Story. Pada era 1970 an film
rausikal masih menyisakan sukses melalui Saturday Night Fever dan Grease.
Pada era sckarang ini film musikal telah jarang diprodukst. Studio Walt
Doy mendominasi produksi film: animasi- musikal, seperti Zhe Brauty &
Beast, Aliddvn Gan The Lon King., Sementara flm-flm onsikal non-animasi
vang menonol pada dia dekade belakangan ine wrcatag hanya Foeta, Moads

Cange, Claageo wiea d caingnly,
| ‘



Petualangan

Film petualangan berkisah tentang perjalanan, eksplorasi, atau ckspedisi
ke suatu wilayah asing yang belum pernah tersentuh. Film-film petualangan
selalu menyajikan panorama alam cksotis seperti hutan rimba, pegunungan,
savan?, gurun pasir, lautan, serta pulau terpencil. Ploe il umumnya seputar
pencarian sesuatu yang bernilai seperti, harta karun, artefak, kota yang
hi'ang, mineral (emas & berlian), dan scbagainya; aiau usaha penyelamatan
dini dari suatu wilayah tak dikenal; atau hisa pula usalia penaklukan sebuah
wilayah. Film-flm petualangan scring kaii berkombinasi dengan genre
aksi, epik sejarah, fantasi, fiksi ilmiah, serta perang. Sasaran penonton film
petualangan biasanya ditujukan untuk semua umur. Adegan-adegan aksinya
biasanya juga lebih halus daripada film-flm aksi yang selalu mengumbar
kekerasan. Film petualangan terutama di era klasik kadang juga melibatkan
tokoh-tokoh pahlawan seperti 7arzan, Robin Hood, Sinbad, dan Zorro. Film-
film perualangan biasanya menghabiskan biaya produksi yang sangat besar
namun suksesnya luar biasa di pasaran. Film-flm petnalangan yang populer
contohnya trilcgi Indiana Jones, Cengo, trilogi Pirates of the Caribbean, The
Mummy, serta King Kong.

Perang

Genre perang mengangkat rema kengerian serta teror yang ditimbulkan
olch aksi perang. Film-film perang umumnya menampilkan adegan per-
tempuran seru baik di darat, laut, maupun udara. Film-hlm perang biasanya
memperlihatkan kegigihan, perjuangan, dan pengorbanan para tentara dalam
melawan musuh-musuh mereka. Tidak seperti epik sejarah, film perang
umumnya menampilkan adegan pertempuran dengan kostum, peralatan,
perlengkapan, serta strategi yang relatif modein, mulai dari seragam, topi,
sepatu bot, pistol, senapa.s mesin, granat, meriam, tank, helikopter, rudal,
terpedo, pesawat jet, kapal tempur, kapal selam, dan lain sebagainya. Film-
film perang sering kali mengambil latar periode perang sipil di Amerika dan
Rusia, perang dunia pertama dan kedua, perang Vietnam, perang Teluk, serta
konflik di Timur Tengah.

Film-film bertema kamp whanan perang, holocaust, kamp pelatihan
perang, serta veteran perang, merupakan pengembangan dari genre ini.
Genre perang sangat mudah berkombinasi dengan genre diama, hksi ilmiah,

western, pavalangan, roman, thriller, komedi, sera epik sejarah. Film-hlm
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perang juga kadang digunakan sebagai media propaganda anti perang melale,
isu-isu seputar moral serta kehancuran akibat perang. Film-flm perang yarn;
populer antara lain, The Bridge is loo Lar, The Alamo, Appocalipse Now, 77
Decr Hunter, Das Boot, Platoon, Top Gun, Saving Private Ryan, Black /lur+
Dawn, U571, serta Pearl Harbour. Contoh filin-film kombinasinya sepere
Pedator (hksi-ilmiah), 7he English Patient (voman), The Pianist (bograh,

e Lasi Mohicans Qwestern), sevea Stalag 17 (komedi).

vestern

Western adalah sebuah genre orisinil milik Amerika. Tidak seperti genre-
geme sebelumnya western memiliki beberapa ciri karakter tema serta fisik
vang sangat spesifik. Tema film western umumnya seputar konflik antara
pihak baik dan jahat. Sezting sering kali menampilkan kota kecil, bar, padang
gersang, sungal, rel kereta api, pohon kaktus, ranch atau peternakan, serta
perkampungan suku indian. Western juga memiliki karakter-karakter yang
khas, yakni koboi, indian, kavaleri, sheriff, deputi; juga binatang seperti
kuda, sapi, keledai, ular dr -ik, burung bangkai, dan sebagainya. Filin weszers
umumnya berisi aksi tembak-menembak, aksi berkuda, lempar rali (laso).
serta yang, menjadi trademark yaknn, aksi duel. Karakter-karakternya memihio
perlengkapan serta kostur o yang khas seperti, pistol, senapan, jaker kulit
sabuk, topi, sepatn bot hingga aksen (dialog) yang khas.

Kisah flm-film western seringkali merujuk pada tokoh-tokoh besar,
scpert Wyane Earp, Buftawo Bill, dan Billy ihe Kid. Sementara beberapa
aktor-akior besar yang menjadi ikon western antara lain, John Wayne, Gary
Cooper, dan Clint Eastwood, Sineas-sineas besar seperti, John Ford, Sergio
Loone, serta Sam Peckinpah juga mendapat julukan sineas spesialis western.
Film-film Western juga sering berkombinasi dengan genre drama, perang, dan
pewalangan. Spaghetti westernadalah saw contoh genre pengembangan weseer
produksi lualia pada era 1960-an. Adapun hlm-hlm western yang populer
antara lain, High Noon, Stagecoach, The Searchers, The Good The Bad and 11
Uigly, 1he Wild Bunch, dan Once Upon a Time in the West. Serelah era 1970
an fdm bl seestern makin jarang diproduksi namun Leberapa diantariny
sangan athses sepern Danies with Wolves sevia Unforgiven. Comoh vanas gene
westeorn s akon By Saddelles (komedi), Shanghas Noon (komedi), screa Back
to A he oo 11 iksr lmiahy).



BAB 111.2.2 Genre Induk Sekunder

Genre induk sckunder adalah genre-genre besar dan populer yang
merupakan pengembangan atau turunan dari genre induk primer. Genre
induk sekunder memiliki ciri-ciri karakter yang lebih khusus dibandingkan
dengan genre induk primer. Sencrti halnya genre induk primer, beberapa
genre induk sekunder masih populer hingga kini. Genre-genre seperti detekrit,
film noir, serta perjalanan, jauh lebih populer di era sitam. Sementara genre-
genre seperti thriller, bencana, superbero, serta spionase masih berjaya pada
dua dekade belakangan ini.

Rencana

Film-film bencana (disaster) berhubungan dengan tragedi atau musibah
baik skala besar maupun kecil yang mengancam jiwa banyak manusia. Secara
umum film bencana dibagi dalam dua jenis, bencana alam dan bencana
>uatan manusia. Bencana alam adalah aksi bencana yang melibatkan kekuatan
ilam yang merusak dalam skala besar seperti angin topan, tornado, gunung
scrapi, banjir, gempa bumi, meteor, efek pemanasan global; serta sera..gan
1ewan atau binatang seperti virus, lebah, ular, burung, kelelawar, ikan hiu,
fan sebagainya. Bencana buatan manusia umumnya berhubungan dengan
indak kriminal atau faktor ketidaksengajaan manusia, seperti aksi terorisme,
cecelakaan pesawat terbang, kebocoran reaktor nuklir, kebukaran gedung,
nalafungsi komputer, kapal karam, dan sebagainya.

Film bencana umumnya menghabiska1 biaya produksi yang sangat
vesar karena skala filmnya yang sangat luas serta penggunaan efek visual yang
segitu intensif. Adapun film-film bencana alam yang populer dan sukses,
eperti Farthquake, Pos*idon Adventure, Dantes Peak, Twister, Armageddon,
The Perfect Storm, The Day Afier Tomorrow, serta Jaws. Sementara film-film
)encana buatan manusia yang populer antara lain The Towering Inferno,
lirport, serta Apolls 13. Film bencana juga dapat bersinggungan dengan fiksi
Imiah yakni akibat invasi makhluk luar angkasa, seperti The War of the World
an The Independence Day. Seperti halnya film-film fiksi iimiah dan superhero,

Im-film bencana pada dua dekade belakangan ini biasanya menjadi jaminan

uksesnya sebuah film di pasaran.
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Biograli

Biograh (sering diistilahkan biopic:biografy picture) secara umum me
rupakan pengembangan dari genre drama dan epik sejarab. Film biograt
mencenakan penggalan kisah nyata atau kisah hidup scorang tokoh bes
pengaruh di maasa lalu maupun kini. Film biogra/t umumaya menganbil
Kasah berapa suka duka perjalanan hidup sang okon sebelom ia men;ads
orang besar atau keterlibatan sang wkoh dalam sebuals perisnwa besar. Data.n
perhembangannya film-film biografi dapat berkombinasi dengan genre lain
vang lebih spesifik sesuai dengan latar belakang sang tokoh seperti panlavwan
perang, spiritualis, kriminal, penyanyi atau kelompok musik. pelukis,
komposer, pencliti, penulis, presiden, dokter, adlit, pewalang dan sebagainya.
Film-flm biograh sering kali juga mendapat pengakuan terhormar dari para
pengamat hlm. Film-hlm biograh yang populer antara lain, Patton, Lawrence
of Avabia, Amadeus, Malcolm X, Gandhi, JFK, Schindlers List. Ali, Capoe,

setea Walk the Line.

Detekuif

Genre derekeif merupakan pengembangan daii gei re krnnmal dan
vangster dan lebih populer pada eva klasik daripada kini. Inti cerita ummnava
berpusar pada sebuah kasus keiminal pelik yang belum terselesaikan. Sang
tokoh biasanya seorang detektifatau polisi yang menelusurt kembali jejak kasus
tersebut den. .0 merangkai semua buk, mencari buki baru, menginterogasi
saksi, dan sebagainya. Alur ceritanya sulit diduga serta penuhy Gengan miseen.
Pada akhir cerita tokoh utama biasanya menemukan bukn konkret vang
memberatkan scorang tersangka. Pelaku kejahatan biasanya adalah orang
yang sama sekali tidak diduga sebelumnya dan pada klimaks cerita sering kali
terjadi konfrontasi fisik dengan tokoh utama. Film-flm detektif yang populer
di era 1930-an dan 1940-an antara lain, seri Sheilock Holmes. sevi Chailie
Chan, seri The Thin Mar, serta adaptasi novel deckut Agatha Chuistie sepert
The ABC Murders dan Murders on the Ovient Express. Film-Alm dewekul di
era modern sering berkombinasi dengan genve aksi dun thriller seperti, sei
Divty Havry, sevi Lethal Weapon, Seven, Zodiae, juga komedi seperti, The Pk

Panthers dan Rush Houwr,
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Sccara teoretis plot dapat divrutkan atau dike
tihap-tahip tertentu secara kronologis. Namun, dalam praktiknya
dalam langkah "operasional” yang dilakukan pengarang tak selamanyi
tunduk pada teor itu. Secara teoretis-kronologis takap-tahap pengen
bangan, atau lengkapnya: struktur plot, dikemukakan sebagas benkut

a. Tahapan Plot: Awal-Tengah-AKhir

Plot sebuah centa haruslah bersifat paclu, unity. Antara peristiva
yang satu dengan yang lain, antara peristiwa yang diceritakan lehih
dahulu dengan yang kemudian, ada hubungan, ada sifat saling
keterkaitan. Kaitan antarperistiwa tersebut hendaklah jelas, logis, dapa
dikenali hubungan kewaktuannya lepas dan tempatnya dalam teks ceri
yang mungkin di awal, tengah atau akbir. Plot yang memiliki sila
keutuhan dan kepaduan, entu saja, akan menyuguhkan cerita yany
bersifal utuh dan padu pula

Untuk memperoleh keutuhan schuah plot cerita, Aristoteles
mengemukakan bahwa sebush plot haruskah terdini dari tahap awal
(beginning), ahap tengah (midle), dan tahap akhir (end) (Abeams
1981: 138). Keuga tzhap tersebut penting untuk dikenali, lerutama ik
kita bermak sud menclanh plot Karya fiksi yang bersangkutan,

Tahap Awal, Tahap awal schuah cerita bigsanya disebul
sebaga tahap perkenalan, Tahap perkenalan pada vmumnya beris
sejumlah mnformasi penting yang berkaitan dengan berbagai hal vang
akan dikisahkan pada tuhap-tahap berikutnya. la musalnya, berupy
penunjokkan dan pengenalan latar, seperti nama-nama tempat, Suasan
alam, wakiu kejadiannya (misalnya ada kaitannya dengan waki
sejarah), dan lain-fain, yang pada garis besarnya berupa deskripss
setring. Selain tu, tahap awal juga sering dipergunakan untuk
pengenalan tokoh(-tokoh) cerita, mungkm berwujud deskripst fisih
bahkan mungkin juga telah disinggung (walau secara implisit) per
watakannya.

Fungsi pokok tahap awal (atau: pembukaan) sebuah cerita adalal
untuk memberikan informasi dan penjelasan seperlunya khususnva
vang berkaitan dengan pelataran dan penokohan, Pengarang tertenty
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i pandas dan teliti melukiskan ssasana alam, latar, biasanya mengisi
o y wwal cerita vang ditulisnya dengan deskripsi latar yang relatf
Mang. Dengan membaca pelukisan latar yang hidup itu, pembaca
berpengalaman sudah akan dapat "menilai” gaya, kejehan,
Nuan, dan kepekaan pengarang terhadap keadaan latar yang
skan tersebut—suaty hal, misalnva, yang sering tak menjad
) perhatian bagi kebanyakan orang, Benkut im dicontohkan tahup
bal dari dua novel Ahmad Tohan yang berkaitan dengan unsur

o

Sepasang burung bangau melayang meniti angin berputar-pular Hogg
di langit. Tanpa sckulipun mengepak sayap, mercka mengupung
berjam-jam lamanya. Suarunys melengking seperti keluhan panjang.
Air. Kedua unggas itu telah melayiang becutus-ratus Kilometer mencast
genangan air. Telah lama mercka merindukan amparan lumpur tempat
mereka mencari mangsa, katak, ikan, udang atsu seranggi air lunnya.

{Ronggeng Dukuh Parwk, 1985: 5)

Dukuh Paruk masih diam meskipun beberapa jemis salwanya sudah
terjuga oleh pertanda datangnya pagi. Kambing-kambing mulai gelisah
dalam kandangnya. Kokok ayam jantan terdengar satu-satu, makin
lama makin sering. Burung sitaran mencecet-cecet dari tempat
persembunyiannya. Dia siap melesal bila terlihal serangga pertama
melintas dadam sudut pandangnya. Dasi sarangnya &i pohon aren keluar
seckor bajing karena tercium bau lawan jenisnya. Meseka berkejaran
Dahan-dahan bergoyangan. Tetes-tetes embun jatuh menimbulkan
suara serempak. Seekor codot melintas di atas pohon pisang. Tepat di
atas daun yang masih kuncep, binatang mengirap itu mendadak
menghentikan kecepatunnya, Tubuh yang ringan jatuh begitu saja ke
dalam lubang kuncup daun pisang itu,

(Lintang Kemukus Dini Hari, 1985:7)

~ Pada dasamya setiap adegan cerita membutubkan pembukaan,
Bulk ia berada di awal muupun di tengah cerita. Oleh karena itu,
ipsi latar seperti contoh di atas dapat berkali-kali dijumpai dalam
karya (novel), mungkin pada setiap bab, atau mungkin bahkan
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Juga disisipkan di bagian tengah babi(-bab) tertentu. Untuk v
disebutkan yang terakhir, tentu sags desknipsi latar tersebut ok
merupakan pembukaan cerita, melainkan berfungsi lain. Misaluy i |
berfungsi sebagai pembert informasi, penunjukkan suasana
berlangsungnya cerita untuk memperkuat efek tertentu, stau mungh
justru untuk mengendorkan ketegangan, atau beberapa fungs
sekaligus. Berikut ini dicontohkan tahap awal yang berupa pengenaly
tokob cerita novel Y.B. Mangunwijaya.

Permah dengan "anak kolong"? Nah, dulu aku milah salah o
modelnya, Asli totok. Garmsun divisi 11 Magelang (ucaphan
MaKHelang). Bukan divist TNI dong. Kan aku sudah bilang il
Jadi KNIL jelis kolontal, mana bisa tidak, Papiku loitenant kel
Akidemi Breda Holland, Jawa! Dian Keraton! Semuln tergabung Jales
Legiun Mangkunegara, Tetapi Papi minta agar dimasukkan ke duluy
slogorde langsung di bawah Sri Baginda Neerlandia saju. 1y
Wilhelmina kala itu. Tidak usah dibawahi raja Jawa. Terus terang 1
tidak suka raja-raja Inlander, waluupun konon salah seorang newh
canggah atau gantng siwar berkedudukan sefir Keraton Manghy
negaran. Soalnya, Papi suka hidup bebas model Eropa dan barang bl
itulah sebabnya juga, ibu kandungku scorang nyonya yang, menunil
babu-babu pengasubku, twk Belanda Vaderiand sana. Tetapi sl
pagi-pagi aku tidak percaya,

(Burung-burung Manyar, 1981 1)

Tahap awal yang berupa pengenalan tokoh akan membawa
pembaca untuk segera berkenalan (atau: mengenali) dengan tokoh yiny
akan dikisahkan. Dengan cara ini Kita pembaca segera mengetabin
tentang "siapa dan bagaimana”-nya tokoh-tokoh itu, khususnva vang
berhubungan dengan jati din tokoh-1okoh tersebut, Dengan bekal iy
Kita "secara lebih siap” masuk ke dalam cerita. Namun, dewasa ine (b
kurang novel yang menghadirkan 1wkoh cerita langsung dan sekaligie
dengan konflik yang dihadapinya. Artinya, tidak ada deskapsi Khusi
yang berupa pengenalan jati dini tokoh tersebut, Lukisan-lukisan vang
ada, yang mungkin hanya bersifat sepotong-sepotong, dapat saj
muncul di sana-sini bilamana diperfukan ontuk memberi efek tertentu



145

yil Packs tahap awal cerita, di samping untuk memperkenalkan situasi
ik it tokoh-tokoh cenita sebagaimana dicontohkan di atas, konfhk
vl i demi sedikit juga sudah mulai dimunculkan. Masalah{-masalah)

Sl ¥ Mihadapi tokoh vang meayulut terjadinya konflik, pertentangan-
nghi fangan, dan lain-lain yang akan memuncak di bagian tengahb
e M, klimaks, mulai dihadirkan dan diurai, Tentang kapan dan di

il s berakhimya tahap perkenalan sebuah cerita, atau sehaliknya
b (dan di mana dimuolainya tahap tengah, fentu saja, hal stu sulit atsu
| mungkin tak dapat ditentukan, atan hal itu memang tidak periu

n

|l Tahap Tengah, Tahap tengah cerita yang dapat juga disebut
hiky gl tahap pertikaian, menampilkan pertentangan dan atau konfhk
e sudah mulai dimunculkan pada tahap schelumnya, menjadi
‘:": - yukin meningkat, semakin menegangkan. Konfhk yang dikisahkan,
' ", ::: i telah dikemukakan di atas, dapat berupa kontlik internal, konflik

' M terjadi dalam din seorang tokoh, konflik eksternal, konflik atau

2 iy -
tangan yang terjadi antartokoh cernta, antard tokoht-tokoh)

onis dengin tokohi-tokoh; dan kekuatan ) antagonis. atay kedub-
Iy sekaligus. Dalam tahap tengah inilah klimaks ditampilkan. yaitu
il Bika konflik (utama) telah mencapar itk intensitas tertinggl {tentang
sl Mok dan klimaks dapat dilihit kembali pada pembicaraan sebelum-

W' ‘
nehil
g bl

WA,
I3 ) Bagian tengah cenita merupakan bagian ferpanang dan terpenting
el karya fikse yang bersangkutan. Pada bagian inilah inti cerita
Dawa Wiikan: tokoh-tokoh memainkan peran. peristiwa-penstiwi penting-

yany Pungsional dikisabkan, konflik berkembang semakin meruncing,
tahin enepangkan, dan mencapal Klimaks, dan pada yrmumnya tema pokok,
vany ik na pokok cerita diungkapkan, Untuk mengidentifikasi apa konflhik
al iy ne. mana peristiwa-fungsional-klimaks, dan apa tema dan atau
W fal ki utama cerita, diperlukan kajian yang jeh dan Kritis. Simgkatnya,
fign Pl bagian snilah terutama permbaca memperoleh "cerita” , memperoleh
s psuaty dan kegmatan pembacaanmya.

yany Tahap Akhir. Tahap akhir sebuah cenia, atau dapat juga

S isebut sebagai tahap pelaraian, menampilkan adegan tertentu sehagal
Ll kbt klimaks. Jadi, bagian mi misalnya (antara lain) beriss bagamana
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kesudahan cerita, atau menyaran pada hal bagaimanakah akhir sebual
cerita. Membaca sebuah karya cenita yang menegangkan, yang tingy
kadar suspense-nya, kita sering mempenanyukan: bagaimanakah kelan

jutannya, dan bagaimanakah pula akhimya (pengakhirannya, dalam bl
ini biasanya dikaitkan dengan bagaimana "nasib” tokoh-tokoh). Baga

mana bentuk penyelesaian sebuah centa, dalam banyak hal ditentukin
(atau: dipengaruhi) oleh hubungan antartokoh dan konfhk (termasuh
klimaks) yang dimuncuolkan.

Dalam teori klasik yang berasal dan Aristoteles, penyelesan
cerita dibedakan ke dalam dua macam kemungkmnan: Kebahagiaan
(happy end) dan Kesediban {(sad end). Pembedaan i lebil
didasarkan pada kenyataan karyva-karya yang telah ada pada waktu 1
misalnya buku-buku drama tragedi karya Sophocles. Kedua jens
penyelesaian tersebut juga banyak dijumpai dalam novel-novel Indone
sia pada awal pertumbuhannya. Penyelesaian cerita yang dapul
dikategorikan sebagai berakhir dengan kebahagiaan misalnya berupa
perkawinan dua anak manusia yang saling mencinta) seperti pada novel
Pertemuan Jodoh, Asmara Java, Salah Pilith, dan yuga Layar Terkem
bang. Sebaliknya, penvelesaian cenita yang berakhir dengan Kesediban,
misalnya yang berupa kematian tokoh-tokoh utamanya, dupat ditesmin
pada novel-novel seperti Azab dan Sengsara, Sittt Nurbaya, dan 5
Cebol Rindukan Bulan.

Jika membaca secara krins berbaga novel yang ada dalam
kesastraan Indonesia, dengan mendasarkan pada dua jenis penyelesaian
centa scperti di atus, barangkali kita akan lebih sering merasa kerepotan
untuk menentukan apakah sebuah novel berakhir dengan kebahagisan
atau kesedihan. Bahkan lebih dari itu, kita pun sudah merasakan
kesulitan untuk mengatakan apakah novel itu memang sudah berikhi
Kata "bernkhir” tersebut tentu saja dalam katannya dengan logika
cerita, artinya cerita memang sudah selesal. Novel-novel sepert
Belenggu, Pada Sebuah Kapal, Kemelut Hidup, Burung-buruny
Manyar, Burung-burung Rantau, dan laim-lain adalah contoh-conioh
yang merepotkan itu. Apakah Belenggu berakhir dengan kebahagiam’
Tetapi, bukankah Tono ditinggalkan istri dan teman wanitanya? At
kah 1a berukhir dengan kesedihan? Tetapi, bukankah Tono justiv
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pebas dan belenggu pwanya dan bertekad berkompensasi secara
iul ! Cerita Belenggw memang telah diakhin, telah mengandung
wnyelesaian. Namun. benarkah ceritanya telab benar-benar berakhir,
s, tak ada lagi kelanjutannya? Bukankah ia masih potensial untuk
utkan, masih berupa penyelesaan yang belum selesai. Hal yang
kuen juga terlebib lagi terlihat pada keempat novel lain yang disebut
5.

Penyelesaian cerita yang masih "menggantung”, masih menim-
lkan tanda tanya, tak jarang menimbulkan rasa penasaran, atau
Mhkan rasa ketakpuasan, pembaca. Hal itu terutama tecjadi jika harapan

baca belum {atau: tdak) terpenuhi. Tidak sedikit pembaca trilogi
Monggeng Dukuh Paruk, Lintang Kemukas Dini Hari,dan Jantera
Bhnglala, yang merasa penasaran karena akhir cerita ity masih menim-
ilkan tanda tanya: bagaimanakah akhir hubungan antara Srintil dengan

(harapan pembaca barangkal adalah tenjadinya perkawinan, atau

g fdak jang kesediaan hidup bersama antara keduanya, terutama
Rasus. Dan, itu diceritakan secara cksphisit). Bahkan, konon ada
baca yang memint: kepada Ahmad Tobarn, si empunya centa itu,
melanjuitkan cerita tersebut menjadi caturlogi. Namun, konon
, Tohan menolak "permintaan” itu karena baginya centa 1t sudah

I :
Hal tersebut sebenarnya berkaitan dengan realitas kehidupan
a. Selama manusia masih hidup, mereka past akan mempunyal
Wrbagai masalah, baik masalah itu bersifar dramatik (yang "laku-layak"
enitakan ) maupun yang tidak, Setelah sebuah masalah diselesaikan,
akan muncul masalah(-masalah) yang lain, bahkan barangkal
) dramatik-sensasional. Hanya orang yang telah meninggal saja
aya yang tak lagt memiliki permasalabhan di dunia, walaa ia pun
pat juga mewariskan permasalahan bagi yang hidup. Misalnya,
th yang timbul karena warisan (ingat: kasus wansan pelulas

1 Abdullah).

Dengan melihat model-model tahap akhir berbagai karya fiks:
g ada sampai dewasa ins sepertitedihat dalam pembicaraan i atas,
nya penyelesatan sehush cerita dapat dikategorikan ke dalam dua
slongan: penyelesaian tertutup dan penyelesaian terbuka

A
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PENOKOHAN

1. UNSUR PENOKOHAN DALAM FIKSI

Sama halnya dengan unsur plot dan pemplotan, tokoh dan
penokohan merupakan unsur yang penting dalam karya naratif. Plo
boleh saja dipandang orang sebagai tulung punggung cerita, namun hity
pun dapal mempersoalkan: siapa yang diceritakan itu? Siapa yuny
melakukan sesuatu dan dikena sesoatu, "sesvatn” yang dafam plot
disebut sebagai peristiwa, siapa pembuat konflik, dan lamn-lain adilah
urusan tokoh dan penokohan, Pembicaraan mengenai tokoh dengin
segala perwatakan dengan berbagai citra jati dirinya, dalam banyak hal
lebih menarik perhatian orang daripada berurusan dengih
pemplotannya. Namun, hal itu tak berarti unsur plot dapat diabakan
begitu saja karena kejelasan mengenai tokoh dan penokohan dalam
banyak hal tergantung pada pemplotannya.

a. Pengertian dan Hakikat Penokohan

Dalam pembicaraan sebuah fiksi, sering dipergunakan istilah
istilah seperts tokoh dan penokohan, watak dan perwatakan, atay
karakter dan Karakterisasi secara bergantian dengan menunjuk
pengertian yang hampir sama. Istilsh-istilah tersebut, sebenamya, tik
menyaran pada pengertian yang persis sama, atau paling tidak dakay
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Penokohan dan pengaluran memang tak hanya ditentukan olely
latar, namun setidaknya peranan latar harus diperhitungkan. Jika weoud
ketidakseimbangan antara latar dengan penokohan, cerita mesnjudi
kurang wajar, kurang meyakinkan. Pembaca yang kntis, barangkali,
akan menganggap hal semacam ini schaga) kelemahan karya fiks: yang
bersangkutan. Dalam novel Harimau-Harimau, misalnya, bita
berhadapan dengan tokoh-tokoh pendamar yang lebih banyak hidup
hutan, kelas sosial rendah, namun mereka mampu berpikir dan
berdialog sesuatu yang agak berbau politik, Hal itu menyebabkan
penokohan, terutama dalam Kaitannya dengan Tatar, Korang wapr
terasa terlalu dipaksakan sckadar untuk menyampaikan pesan,

Latar dalam kamtannya dengan hubungan waktu, langsung 1k
langsung, akan berpengaruh terhadap cerita dan pengaluran, khususnya
waktu yang dikaitkan dengan unsur kescjarahan. Peristiwa-pernistiva
vang diceritakan dalam sebuah novel, jika ada hubungannyva dengan
peristiwa sejarah, harus tidak bertentangan dengan kenyataan sejarih
itw. Hal inm penting sebab pembaca akan menjadi sangat kritis terhadap
masalah yang demikian. Jika temyata terjadi tidak adanva kesesuaun,
centa menjadi tidak masuk akal, dan terjadilah apa yang dischul
anakronisme. Misalnya, diceritakan bahwa pada tahun 1960 un
banyak pelajar dan mahasiswa yang terganggu pelajarannya kurcoy
banyak di antara mercka yang turun ke medan tempur menjadi tentan
pelajar untuk mengusir penjajah vang mencoba masuk lagi ke
Indonesia. Cerita tersebut tidak akan dipercaya orang sebab tak adu
peristiwa scjarah seperti itu, Pada tahun 1960-an (tepatya 1966
memang banyak mahasiswa dan pelajar yang turun ke jalan untb
berdemonstrasi, bukan ke medan tempur di pedalaman, dan bukan pula
berjuang untuk mengusir penjajah, melainkan untuk tuntutan yang lam
Atap, centa itu tak sesuai dengan perkembangan waktu sebab peristiwa
itu, pengusitan penjajah itu, terjadi pada pertengahan akhir tahun 460-an,
sepertt terhihat pada cerpen-cerpen Hujan Kepagian-nya Nugroho
Notosusanto,
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, UNSUR LATAR

Unsur Intar dapat dibedakan ke dalam tiga unsur pokok, yaitu
pat, waktu, dan sosial, Ketiga unsur stu walau masing-masing
fenawarkan permasalahan yang berbedi dan dapat dibicarakan secara
jendiri, pada kenyataannya saling berkuitan dan saling mempengami
t dengan yang lainnva.
.

ﬁatar Tempat

Latar tempat menyaran pada lokasi tejadmyn penstiwa yong
itakan dalam scbuab karya fiksi. Unsur tempat yang dipergunakan
gkm benupa tempat-tempat dengan nama lertentu, inisesl tertentu,
pkin lokasi tertentu tanpa namia jelas, Tempat-tempal yang bernans

| tempat yang dijumpai dalam duma nyata, misalnya Magelang,
ppyakarta, Juranggede, Cemarajajor, Kramat, Grojogan, dan lain-luin
g terdapat di dalam Burung-burung Manyvar. Tempat dengon inisial

fertent, biasanya berupa hurof awal (kapital) nama suatu tempat, jugs

aran pada tempat tertentu, tetapi pembaca harus memperkirakan
ndirl, misalnya kota M. S. T. dan desa B seperti dipergunakan dalam

Pawuk. Latar tempat tanps nama jelas biasanya hanya berupa

ebutan jenis dan sifat wmum tepat-tempat tertentu, misalnya desa,
wai, jalan, hutan, kota, kota kecamatun, dan schagainya
Pengeunaan latar tempat dengan nama-nama tertentu haruslah
erminkan, ataw paling tidak tak bertentangan dengan sifat dan
daan geografis tempat vang bersangkutan. Masing-masing sempat

feotu saja memiliki karkteristiknya sendiri yang membedakannya

ngan lempat-tempat yang fain, misalnya Gunung Kidul, Juranggede,
gfaten, dan Paruk. Jika tenjadi ketidaksesuaian desknipst antara
lndann tempat secara realistis dengan yang terdapat di dalam novel,

fertama jika pembaca mengenalinya, hal ity akan menyebabkan karya

g bersangkutan kurang meyakinkan. Deskripsi tempat secara teliti

ddan realistis ini penting untuk mengesani pembaca scolah-olah hal yang

diceritakan it sunggub-sungguh ada dan terjadi, yaitu di tempat (dan

Wikiu) seperti yang diceritakan i,

v
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Untuk dapat mendeskripsikan suatu tempat secara meyakinkan,
pengarang perlu menguasin medan. Pengarang haruslah mengua
situasi geografis lokasi yang bersangkutan lengkap dengan karakteri<nh
dan sifat khasaya. Tempat-tempat yang berupa desa. kota, jalun
sungai, laut, gubug reot, remah, hotel, dan lain-lain tentu memiliki cin
cin khas yang menandamya. Hal itu belum lagi diperhitungkan adany
<in khas tertentu untok empat tertentu sebab, temunya tak ada satu pun
desa, kota, atau sungai yang sama persis dengan desa, Kota atau sungal
yang lain. Pelukisan tempat tertentu dengan sifat khasnya secara ring |
biasanya menjadi bersifat kedaerahan, atau berupa penganghatan
suasana daerah,

Peagangkatan suasana kedaerahan, sesuatu yang mencermink i
unsur locel color, akan menyebabkan latar tempat menjadi unsur yany
dominan dalam karya yang bersangkutan. Tempat menjadi sesuatu yuiy
bersifat khas, tipikal, dan fungsional. Ia akan mempenguruhi
pengaluran dan penokohan, dan karenanya menjadi koheren dengan
cerita secara kescluruhan. Namun, perlu ditegaskan bahwa siful
ketiprkalan dacrah tak hanya ditentukan oleh rincinya deskripsi lokis),
melainkan terlebih harus didukung oleh sifat kehidupan sosial
masyarakat penghuninya. Dengan kata lain, latar sosial, latar spietial,
justru lebih menentukan ketipikalan latar tempal yang ditunjuk. Peag
angkatan lokasi secara demikian, menunjukkan bahwa ia digarap secan
tehiti oleh pengarang. Hanya pengarang-pengarang yang menguasil
medan, latar, baik fisik maupun spiritual, yang dapat melakukanny i
dengan meyakinkan. Biasanya pengarang itu adalah mereka yany
berasal dan daerah yang bersangkutan, misalnya Korrie Layun Rumpan
dalam Upacara, Ahmad Tohari dalam Ronggeng Dukuh Parik, Lintany
Kemukus Dint Hari dan Jantera Bianglala, Linus Suryadi dalam
Pengakuan Parivem, atan Arswenda dalam Canting.

Namun, tidak semua latar tempat digarap secara teliti dalum
berbagai fiksi, novel atau cerpen. Dalam sejumbah Karya tertentn
penunjukan latar hanya sekadar sebagai latar, lokasi hanya sekoda
tempat terjadinya peristiwa-peristiwa, dan kurang mempenganih
perkembangan alur dan tokoh, Misalnya, nama-nama tempat terteni
sekedar disebut: Jakanta, hotel, Yogyakana, Malioboro, atau yang L
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higga nama-nama ity dapat digant: dengan nama-nama lain begitu
Hanpn mempengaruhi perkembangan cerita. Unsur tempat, dengan

mikian, menjadi kurang fungsional, kerang koheren dengan unsor-
sur cerita yang lain dan dengan cerita secara keseluruhan. Namun,
u juga dicatat bahwa kadar fungsionalitas tempat tidaklah rerbagi

menjadi dua bagian: fungsional dan tak fungsional, melankan lebih
Persifal gradasi.

Penyebutan latar tempat yang tidak ditunjukkan secara jelas
manya, mungkin disebabkan perannya dalam Karya yang bersang-
i kurang dominan. Unsur latar sebagai bagian keseluruhan Karya

dapit jadi dominan dan koherensif, nsmun hal ity lebih ditentukan oleb

l;

latar yang lain. Ketakjelasan penunjukkan tempit dapat juga
ngisyamkun bahwa peristiwa-peristiwa yang diceritakan dapat
jadi di tempat lain sepanjang memilik: sifat khas Jatar sosial (dan
jukin) yang murip. Namuon, jika latar sosial telah menunjuk pada
Kehidupan sosial masyarakat tertentu, misalnya Jawa, pemilihan latar
pat pun man tak mau menjadi “terbatas®, terbatas pada tempat-
pat yang memiliki kelidupan sosial masyarakat Jawa. Tempit-
mpat yang demikian relatf cukup luas dan banyak schinggu
yebutannya dapat saling digantikan tanpa harus mempengarih
latar yang lamn.
Akhimya perlu dikemukakan bahwa latar tempat dalism sebuah
| biasanya meliputi berbagai lokasi. Ia akan berpindah-pindah dari

Mty tempat ke tampat lain scjalan dengan perkembangan plot dan

wkoh. Dalam Burung-burung Manyar di atas misalnya, latar tempat

nyak berplndah pindah. dari Magelang, Surakarta. Jukana,

. Yogyakarta, masing-masing dengan lokasi tertentunya,

esa, jalan desa, Juranggede, mamuh, rumah sakit, Kamar, dan
‘Mebagainya. Dari sekian banyak tempat yang disebut tentu saja lak

anya fungsional dan sama pentingnya. Jika dalam novel tersebut
dapat banyak tempat, dalam karya fiksi yang lam mungkin lebih

' embatasi diri pada sejumlah tempat tertentu saja. Dalam §ri Swnarak

n Bawuk misalnya. tempat yang dipergunakan dan disebut relatd

lh sedikir,
Namun, banyak atau sedikitya latar tempat tak berhubungan
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dengan kadar kelitereran karya yang bersangkutan. Keberhasilan Ly

tempat lebib ditentukan oleh ketepatan deskripsi, fungsi, dan
keterpaduannya dengan unsur latar yang lain sehingga semuainyg

bersifal saling mengssi. Keberhasilan penampilan unsur latar itu sendiy
antara lain dilibat dan segi koherensinya dengan unsur fiksi kain dan
dengan twntutan cenita secara keseluruhan.

b. Latar Waktu

Latar waktu berhubungan dengan masalah "kapan® tejadinga
peristiwa-peristiwa yang diceritakan dalam sebuah karya fiksi. Masalah
“kapan" tersebut biasanya dibubungkan dengan waktu faktual, wakiy
yang ada kaitannya atau dapat dikaitkan dengan peristiwa sejail
Pengetahuan dun persepsi pembaca terhadap waktu sejarah
kemudian dipergunakan untuk mencoba masuk ke dalam SURsSaNa cerity
Pembaca berusaba memahami dan menikmati cerita berdasarkan ac it
wakiu yang diketahuinya yang berasal dari luar cerita ying
bersangkutan. Adanya persamaan perkembangan dan ataw kesejalanin
wakiu tersebut juga dimanfaatkan untuk mengesam pembaca scolul
olah cenita it sebagai sungguh-sungguh ada dan tenadi.

Misalnya, usaha memahami Kehidupan tokoh Teto dalam
Burung-burung Manyar its mau tak mau kit akan menghubungkanayy
dengan wakiu sejarah, seperti keadaan tangsi militer Magelang zonun
kekuasaan Belanda, semasa pendudukan Jepang di tanah
penyerbuan Belanda ke Yogyakarta pada masa clash 11 walay tohol
Teto i sendin kita sadari betul sebagai tokoh fikuf. Tanps memahagy
latar belakang sejarah apresiasi kita terhadap novel tersebut uhun
menjadi lain, tak dapat mendapatkan kesan dan makna secara peauh
Demikian puls halnya jika Kita membaca Mawt dan Cinta yang berlw
sejarah masa revolusi kemerdekaan. Dalam karya-karya lain sepeq
Lintang Kemukus Dini Hari, Kubah, Sri Sumarah, dan Bawuk.
penstiwa G-30-S/PK1 bahkan menjadi inti konflik. Unsur wakiu dabam
novel-novel tersebut sangat dominan, secars jelas mempengaruh
perkembangan plot dan cerita secara keseluruhan, Latar waktu, dengan
demikian, bersifat fungsional.
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A Masalah wakto dalam karya naratif, kata Genette (1980. 33, 35),
dan jpat bermakna ganda: di satu pihak menyaran pada waktu penceritaan,
i tu penulisan centa, dan di pihak lain menunjuk pada waktu dan
iy wtan waktu yang terjadi dan dikisahkan dalam centa. Kejelasan waktu
Jan pang diceritakan amat penting dilihat dari segi waktu pencerilaannya.

anpa kejelasan (urutan) waktu yang diceritakan, orang hampir tak
ungkin menulis cerita—khususnya untuk centa yapg ditulis dalam

hasa-bahasa yang mengenal tenses seperti bahasa Inggnis. Dalam
ubungan ini, kejelasan masalah waktu menjadi lebih penting daripada

Iya jelasan unsur tempat (Genette, 1980; 215). Hal itu discbabkan orang
Ly asih dapat menulis dengan baik walau unsur tempat tak ditunjukkan
A x pasti, namon tidak demikian halnya dengan pemilihan bentuk-
ah ﬁ uk kebahasaan sebagai sarana pengungkapannya.
11T  Latar wakwu dalam fiksi dapat menjadi dominan dan fungsional
(M i digarap secara telit), terutama jika dihubungkan dengan waktu
i . Namun, hal itu membawa juga sebuah konsekuensi: sesuatu
g yang diceritakan harus sesuai dengan perkembangan sejarah. Segala
an psuatu yang menyangkut hubungan waktu, langsung atau tidak
b gsung, harus berkesesuasian dengan waktu sejarah yang menjadi
uannya. Jika terjadi ketidaksesuaian waktu penistiwa antara yang
" lerjadi di dunia nyata dengan yang terjadi di dalam karya fiksi, hal itu
Vi akan menyebabkan cerita tak wajar, bahkan mungkin sekali tak masuk
" kal, pembaca merasa dibohongi. Hal inilah yang dalam duma fiksi
I likenal dengan sebutan anakronisme, tak cocok dengan urutan
h perkembangan) waktu (scjarah). Dengan demikian, anakronisme lebih
" penyaran pada hal-hal yang bersifat negatif (baca: Catatan tentang
" Anakronisme di belakang).
h Pengangkatan unsur sejarah ke dalam karya fiksi akan
Y enyebabkan waktu yang diceritakan menjadi bersifat khas, tupikal,

1 1 dapat menjadi sangat fungsional, schingga tuk dapat diganti dengan
. waktu yang lain tanpa mempengaruhi perkembangan cerita. Latar waktu
" menjadi amat koberen dengan unsur cerita yang lain. Ketipikalan unsur
W ktu dapat menyebabkan unsur tempat menjadi kurang penting,
) hususnya waktu sejarah yang berskala nasional. Misalnya, pada masa

pvolusi kemerdekaan banyak tentara pelajar turun ke medan untok ikut
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berjuang. Masatah di mana mereka berjuang sebenamya tidak pont
dapat di mana pun, di pelosok Yogyakarta. Jawa Tengah, atay 1w
Timur dan Jawa Barat, Namun, masalah kapan mereka berjuany v
pasti dan tidak dapat diganti waktu lain. Tolsh sebabnya cerpen-cor
Nugroho Notosusanto yang terkumpu) dalam Hugan Kepagiun lam
waktu lebih tipikal dan fungsional danipads latar tempal,

Dalam sejumlah karya fiksi lain. latar wake mangkm s
tampak samar, tidak ditunjukkan secara jelas. Dalam Karya yang
demikian, yaitu tidak ditonjolkannya unsur wakiy. mungkin ko
memang tidak penting untuk ditonjolkan dengan kaian logika centanys ‘
Dalam Harimaw-Harimau misalaya, penekanan wakty yang doain
hanya berupa stang dan malsm, walau latar tempat dan sosial donimnm
Ketidak jelasan waktu scjarah dalam novel ity memang tidak diperioh
Tokoh-tokoh kelas sosial bawah yang pendamar yang lebih bunyak
hidup di hutan tidak memerlukan latar separah ito, Urusan menby
dengan waktu lebih terpusat pada soal stang dan malam, sange uniud
bekerga dan berjalan, malam untuk mengaso. Dalam hubengan cerita Wy
vang lebih kemudian. malam dipergunakan bersiap-siap menghsdi
amukan harimau dan siang untuk meneruskan perjalanan. Dengm
demikian, latar waktu yang fungsional dalam kaitannya dengan oo
hanyalah siang dan malam.

Lama Waktu Cerita, Masalah waktu dalam karya fikse g
sering dihubungkan dengan famanya waktu yang dipergunakan dalum
cerita. Datam hal ini terdapat variasi pada berbagal novel yang dinlis
orang. Ada novel yang membutuhkan waktu sangat penjang,
Katakanlah (hampir) sepanjang havat tokoh, misalnya Sitri Neerbev di
Burung-burung Manvar, ada yang relatif agak panjang, membuthkm
waktu beberapa tahun, misalnya Keberangkatan, Mout dan Ciune, wly
pula yang relatif pendek misalnya hanva beberapa hari seperts dalum
Harimau-Harimou atau bahkan hanya beberapa jam sepeett dalam /il
Malam Bertambals Malam dan Perbruan.

Novel yang membutubkan waktu cerita panjang tidak beram
menceritakan semua peristiwa vang dialami tokok, melainkan dipilih
peristiwa-peristiwa (ententu yang dramatik-fungsional dan mempuny il
pertalian secara plot. Novel yang demikian biasanyan tebal, Sebulihne
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vel yang hanya membutuhkan waktu centa singkat biasanya juga

ok hanya menceritakan kejadian-kejadian dalam waktu yang sesingkat

i puls. Lt dapat saja mencenitakan kejadian-kejadian lampau—tentunya
B berkaitan dengan peristiwa masa kini—dengan cara sorot balik,
pversi, yang mungkin lewat centa atau renungan tokoh. Dengan
mikian, novel jenis ini pun sebenarnya membutuhkan waktu centa
ltif panjang, bahkan mungkin juga hampir sepanjang hayat tokoh,

hya karena distasati pengarang maka ia tampak menjadi singkat.

Akhimya, latar waktu harus juga dikaitkan dengan latar tempal

a: sostal) sebab pada kenyataannya memang saling berkaitan. Kea-

suatu yang diceritakan mau tidak mau harus mengacu pada wakiu
tentu karena tempat ity akan berubah sejalan dengan perubahan

1. Misalnya, Gunung Kidul tabun 1950-an seperti dalam cerpen

¢ Kidul-nya Nugroho, tentunya tidak sama dengan Gunung Ki-
dewasa in1, Surabaya dalam Bumi Manusia (akhir abad ke-19) jelas
pirbeda dengan Surabaya pada Petuaiang-nya Trisnojuwono pada masa
pvolusi. Dengan demikian, cerita Gunung Kidu! dan Surabaya tersebut
mngkin sekali tidak bisa lagi diterapkan dalam waktu Kini walau ntuk
pkasi yang sama sekalipun. Ketiduksesuaian antara deskripsi tempat
fengan perkembangan wakto pun menyebabkan adanya “anaskronis-

—jangkauan anakronisme dapat pula mencakup aspek selam

1, namun masth ada kaitannya dengan masalah waktu. Misalnya,

sh karya vang berlatar wakta tabun 1940-an di Jakarsa, meaunjek

1 Monumen Nasional sebagai saluh satu lempat rerjadinya peristiwi,

itn jelus ngawur sebab waktu itu Monumen Nasional belum

ngun.

Y

. Latar Sosial

Latar sosial menyaran pada hal-hal yang berhubunguan deagan
ienlaku kehidupan sosial masyarakat di suatu tempat yang dicentakan ( [
kary.n fiksi, Tata cara kahidupan sosial masyarakat mcmakum

hiasaan hidup, adat stiadat, tradisi, keyakinan, pandangan hidup,

zai masalah dalam lingkup yanyg cukup kompleks. la dapat berupa y
ta berpikir dan bersikap, dan lain-lain yang tergolong latar spiritual
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seperti dikemukakan sebelumnya. Di samping itu, latar soseal juge
berhubungan dengan status sosial tokoh yang bersangkutan. tmisaligs
rendah, menengah, atu atas.

Jika untuk mengangkat Jatar tempat tertentu ke dalam karya (ks
pengarang perlu menguasar medan. hal itu juga terlebih berlaku vk
latar sosial, tepatnya sosial budaya. Pengertian penguasaan medan il
menyaran pads penguasaan latar. Jadi, 1a mencakup unsur lenpal
waktu, dan sosial budaya sekaligus, Di antaca ketiganya tampakayi
unsur sosial memiliki peranan yang cukup menonjol. Latar sosisl
berperanan menentukan apakah sebuih fatar, khususnya latar teropsl
menjadi kKhas dan tipikal atau sebaliknya bersifut netral. Dengan ham
lain, untuk menjadi tipikal dan lebih fungsional, desknipsi Latar leoyw
harus sckaligus disentai deskripsi latar sosial, tngkah laku kehidupan
sosial masyarakat di tempat yang bersangkutan.

Pembicaraan tersebut dapat dijelaskan melalui novelet A\
Sumarah berikut. Latar tempat karya ity hanya disdentifikasikan schagy
“kota kecamatan” dun "kota J° yang keduanya berada di Jawa Ko
kecamatan dan J tersebut betul-betul menjadi tipikal tempat-tempat i
Jawa—walau Kita tak tahu secara pasti kecamatan mana dan J s (sl
kota mana, mungkin Jogyakarta—justru disebbkan oleh latar ol
yang ditunjukkan secara eksplisit, dan bukan oleh nama tempat 1y
Kehidupan sosial masyarakat Jawa yang dygalam oleh tokoh S yang
mencerminkan tingkah lako, pandangan, cara berpikir dan bersihap
orang Jawa iulash yang meayebabkan karya itu menjadi tipikal kepowa
an. Penunjukan latar tempat yang hanya dengan "kota kecamatan”
“J" tersebut dapat saja diganti, misalnya dengan "kecamatan M”
“kota 8", dan hal wtu tak akan berpengaruh terhadap perkembungn
centa. Namun, hal yang demikian tidak mungkin dilakukan terhadag
latar sosial tanpa mengubah logika cerita,

Contoh pembicaraan terhadap S#i Sumarah di atas menunubhn
betapa dominan dan fungsionalnya latar sosial (uga: waktu) dulun
karya fiksi. la digarap secara teliti sehingga cukup meyakinkan
pembaca, kKhususnya pembaca yang memahami kehidupan sosial
budaya masyarakat Jawa. Namun, untuk sampai pada deskrips: yung
demikian. memang tidak modah dilakukan oleh pengarang. Uniuk i,
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cerita. Kepaduan antara berbagan unsur intrinsik milah vang
membangrun - sebuah cerpen berwujud. Unsur-unsur
tersebut melpuoti: tema, alor atan plot, twkoh dan
penokohan, latar atau setting dan sudut pandang.

2. Tema

Jika membaca centa rekaan (cerpen), senng
terasa bahwa pengarang odak saja  menyvampaikan
scbuah centa dem sebuah centa saja. Ada sesuatu vang
dibungkusnya dengan centa, ada suatu konsep sentral
vang dikembangkan dalam cerita 1. Alasan pengarang
hendak  menyajpkan  centa  wu malah hendak
mengemukakan suatu gagasan. Gagasan, e atau pikiran
utama vang mendasan karya sastra itu yang disebut tema
(Panut Sudjrman, 1992: 50).

Tema ada vang  diambal  dari khasanah
kehidupan  schan-han dan  dimaksudkan  pengarang
untuk membenkan saksi sejarah atan mungkin sebagas
reakss  prakeek  kehsdupan  masyarakat  yang  ndak
disetujur.  Menumit Bodi Darma  (dalam Herman |
Waluyo, 2002: 142), tema adalah masalah  hakiks
manusia, sepertt misalnya kisah cinta kasih, ketakutan,
kebahagaan, kesengsaraan, keterbatasan dan sebagainya.
Pengarang vang baik mampu mengemukakan tema yang:
universal  dan  mempunya kesanggupan  unmk
menpabarkan  tema  tersebut menjadi sub-sub yang
menyvangkut kehidupan pribadi

Hal tersebut sejalan dengan pendapar Burhan
Nurgvantoro (2005 25) yang menyatakan bahwa tema
adalah suatn vang mendasan dasar centa. Ia selalo
berkatan dengan berbagar kehadupan seperti masalah
cinta, kasih, nndu, takut, maut, relygus, dan sebagainya.
Dialam hal tersebut, tema senng dissnommbkan dengan
ide atau tujuan utama centa.

Sepertt vang  dikatakan  schelumnya,  tema
merupakan makna keselumuhan yang  didukung  oleh

centa dan unsur-unsur vang luin maka dengan sendinnya

bab S
Cerpen




6) Amanat

Sudpman (1991: 57-58) berpendapat bahwa dan
scbuah karya sastra ada kalanya dapat diangkat ajaran
moral atau peran yang ingin disampaikan olch pengarang.
Amanat terdapat pada scluruh karya sastra secara implisit
ataupun secara cksplisit. Implisit, jika keluar atau ajaran
moral 1tu disiratkan di dalam nngkah laku tokoh
menjclang cerita berakhir.

Berdasarkan  pendapat terscbut  dapat
dissmpulkan bahwa amanat dalam scbuah karya sastra
vaitu pesan yang ingin disampatkan pengarang kepada
pembaca. Amanat dapat dipetik olch pembaca secara
langsung, tetapt ada juga vang harus melalut proses
pembacaan cerita secra kescluruhan dan
menyimpulkannya sendin karena  disampatkan  secara
cksplisit. Amanat dalam scbuah karya sastra dapat
digunakan sebagat teladan bagr kehidupan manusia.

b. Unsur Ekstnnsik

Unsur ckstrinsik adalah unsur-unsur yang berada
di luar karya sastra itu, tetapt secara nidak langsung
mempengaruhi bangunan atau sistem organisme karva
sastra (Nurgrvantoro, 2009: 23-24). Secara lebih khusus
dapat dikatakan scbagai unsur-unsur yang mempengaruhi
bangunan centa schuah karva sastra, namun tidak tkut
menjad: bagran di dalamnya. Walau demikian, unsur
ckstninstk cukup berpengaruh (untuk ndak dikatakan:
cukup menentukan) terhadap totalitas bangunan cerita
vang dihasilkan.

Lebih lanjut, bahwa unsur ckstninsik bertkutnya
adalah psikology, baik yang berupa psikology pengarang (vang
mencakup proses kreatifnya), psikologi pembaca, maupun
penerapan  pnnstp  psikologn  dalam  karva.  Keadaan ds
lingkungan pengamng sepert: ckonomi, politik, dan sostal juga
akan berpengaruh  terhadap karva sastra, dan hal 1t
merupakan unsur ckstransik pula. Unsur ckstrinstk vang lain
misalnya pandangan hidup suatu bangsa, berbagai karya sens
vang lain, dan scbagainya.

bab 6
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karya ditampilkan sikap dan tingkah laku tokoh-tokoh yang
kurang terpuji, baik mereka berlaku sebagai tokoh antagonis
maupun protagonis, tidaklah berarti bahwa pengarang
menyarankan kepada pembaca untuk bersikap dan bertindak
secara demikian. (Nurgivantoro, 2009: 232). Dengan demikian,
kehadiran unsur moral dalam sebuah cerita fiksi, apalagi fiksi
anak merupakan sesuatu yang mesti ada. Sebagai cerita fiksi
bacaan komik merupakan jenis bacaan yang digemari
pembaca anak-anak tetapi juga orang dewasa. Bacaan komik
hadir dengan keunikannya.

6. Konstruksi Sastra
Secara umum prosa fiksi dibentuk melalui dua unsur,

yvaitu unsur ekstrinsik dan unsur instrinsik. Unsur ekstrinsik
adalah unsur yvang berada di luar teks cerita yang secara
langsung ataupun tidak langsung mempengaruhi penciptaan
karya prosa. Yang termasuk ke dalam unsur ekstrinsik prosa
fiksi di antaranya biografi pengarang, situasi dan kondisi sosial
masyarakat, dan nilai-nilai yvang berlaku dalam masyarakat.
Nilai-nilai yang dimaksud adalah nilai adat budaya,
keagamaan, interaksi sosial, dan politik

Unsur intrinsik adalah unsur yang membangun karya
sastra dari dalam, yaitu hal-hal yvang berhubungan dengan
struktur karyva sastra yang meliputi tema, tokoh dan
penokohan, alur, latar, sudut pandang, gaya bahasa, dan
amanat.
a. Konstruksi Intrinsik
1) Tema

Secara umum, tema diartikan sebagai inti cerita atau
gagasan pokok cerita prosa fiksi. Cerita yang dirangkai melalui
peristiwa-peristiwa yang ada dalam prosa fiksi semuanya
berpusat pada tema. Definisi tema menurut Stanton dan
Kenney [dalam Burhan Nurgivantoro, 2005: 67) adalah makna
vang dikandung oleh sebuah cerita. Makna yvang dimaksud
dapat berupa makna pokok (tema pokok) prosa fiksi dan

44



- LITERATURE
- An Introduction to ._ | i

Fiction, Poetry, and Drama

- Sixth E{iitimn

A. ]. Kennedy

Dana (ioia
Wesleyan University

% HarperCollinsCollegePublishers




il - -8 S —————

- —

- —— A —

A —

- - ———

An Instructor's Manual for Literature: An Introduction to Fiction, Poetry, and Drama,
Sixth Edition, is available through your local HarperCollins representative or by writing

to Literature Acquisitions Editor, HarperCollins College Division, 10 East 53rd Screer,
New York, NY 10022,

Acquisitions Editor: Lisa Moore
Developmental Editor: Katharine H. Glynn
Project Editor: Diane Williams

Art Director: Lucy Krikorian

Cover Design: PC&F

Cover llustration: C. Michael Dudash
Photo Researcher: Scotr, Foresman
Electronic Production Manager: Su Levine
Desktop Administraror: Laura Leever
Manufacturing Manager: Willie Lane
Electronic Page Makeup: Circa 86, Inc.
Printer and Binder: R. R. Donnelley & Sons
Cover Printer: Coral Graphic Services, Inc.

For permission to use copyrighted material, grateful acknowledgment is made to the
copyright holders on pp. 1819-1830, which are hereby made part of thas copyright page.

Literature: An Incroduction to Fiction, Poetry, and Drama, Sixth Edition

Copyright © 1995 by X. J. Kennedy and Dana Gioia

All rights reserved. Printed in the United States of America. No part of this book may be
used or reproduced in any manner wharsoever without written permission, except in the
case of brief quotations embodied in critical articles and reviews. For information address
HarperCollins College Publishers Inc., 10 East 53rd Streer, New Yock, NY 10022.

Library of Congress Cataloging-in-Publication Data

 Literature: an introduction to fiction, poerry, and drama / [compiled

by} X. J. Kennedy, Dana Gioia.—6th ed.
p. cm.
Includes bibliographical references and indexes.
1SBN 0-673-52509-0(student edition)—ISBN 0-673-52281-4 (free copy edition)

1. Literature—Collections. 1. Kennedy, X. ). 11 Gioia, Dana.
PN6014.1L58 1995

808—dc20 94-9933

cIp

45678910 -DOC-01 009998 97




and withaut looking round, replied, *1 have heard that in the Stare of Ch'u there
is a sacred tortoise, which has been dead three thousand years, and which the
prince keeps packed up in a box on cthe altar in his ancestral shrine. Now do you
think that tortoise would rather be dead and have its remains thus honored, or
be alive and wagging its rail in the mud! The two officials answered that no
doubrt it would rather be alive and wagging its tail in the mud; whereupon Chuang
Tzu cried out “Begone! 1 oo elect to remain wagging my tail in the mud.™

(JUESTIONS

1. Whar part of this story is the exposition! How many sentences does Chuang Tru use
to set up the dramatic situation?

1. Why does the promponist change the subject apd mention the sacred tortoise! Whey
doesn’t he answer the request directly and immediately! Does it serve any purpose
that Chuang Tzu makes the officials answer a question to which he knows the answer?

3. Whar does this stary vell us about the protagonist Chuang Teu's personaliny?

PLOT

Like a fable, the Grimm brochers' rale seems stark in its lack of detsil and in the
swiftness of its telling. Compared wich the fully portrayed characters of many
maodern stories, the characters of father, son, king, princess, and even Deach him-
self seem hardly more than stick figures. [t may have been thar o draw ample
characrers would not have contributed o the storytellers’ design; that, indeed, to
have done so would have been inaristic. Yer "Godfather Death” is a compelling
story. By what methods does it arouse and sustain our interesc?

From the opening sentence of the wmle, we warch the unfolding of a dramat-
ic situation: a person is involved in some conflict. First, this character is a poor
man with children to feed, in conflict with the world; very soon, we find him in
conflict with God and with the Devil besides. Dirama in fiction occurs in any
clash of wills, desires, or powers—whether it be a conflict of character against
character, character against sociery, character against some natural force, or, as in
“Godfather Death,” characrer against some supematural entiry.

Like any shapely tale, “Godfather Death” has a beginning, a middle, and an
end. In fact, it is unusual to find a story so clearly displaying the elements of
structure that critics have found in many classic works of ficrion and drama. The
tale begins with an exposition: the opening portion that sets the scene (if any),
introduces the main characters, tells us what happened before the story opened,
and provides any other background information that we need in ceder to under-
stand and care about the events o follow. In “Godfather Death,” the exposition
is brief—all in the opening paragraph. The middle section of the story bepins
with Death's giving the herb to the boy, and his waming not vo defy him. This
moment introdices 8 new conflicr (a complication), and by this time it is clear
that the son and not the father 15 to be the central human character of the STOLY.
Death's podson is the principal person who strives: the protagonist (a berter
term than hero, for it may apply equally well to a central characrer who is not
especially brave or virtuous),

READING A STORY 9




The suspense, the pleasurable anxiety we feel that heightens our attention
to the story, inheres in our wondering how it will all turn out. Will the doctor tri-
utnph over Death! Even though we suspect, early in the story, that the doctor
stands no chance against such a superhuman antagonist, we want to see for our-
selves the outcome of his defiance. A storyteller can try to incite our anticipation
by giving us some foreshadowing or indication of events to come. In “Godfather
Death” the foreshadowings are apparent in Death’s warnings (“but if you ever
dare do such a thing again, you put your own head in the noose”). When the
doctor defies his godfather for the first time—when he saves the king—we have a
crisis, 2 moment of high tension. The tension is momentarily resolved when
Death lets him off. Then an even greater crisis—the turning point in the
action—aoccurs with the doctor's second defiance in restoring the princess to life.
In the last section of the story, with the doctor in the underworld, events come to
a climax, the moment of greatest rension at which the outcome is to be decided,
when the terrified doctor begs for a new candle. Will Death grant him one? Will
he live, become king, and marry the princess! The outcome or conclusion—also
called the resolution or dénouement (“the untying of the knot")—quickly fol-
lows as Death allows the little candle ro go out.

Such a structure of events arising out of 2 conflict may be called the plor of
the story. Like many terms used in literary discussion, plot is blessed with several
meanings. Sometimes it refers simply to the events in a story. In this book, plot
will mean the artistic arrangement of those events. Different arrangements of
the same material are possible. A writer might decide to tell of the events in
chronological order, beginning with the earliest; or he might open his story
with the last event, then tell what led up to it. Sometimes a writer chooses to
skip rapidly over the exposition and begin in medias res (Lartin, “in the midst
of things"), first presenting some exciting or significant moment, then filling in
what happened earlier. This method is by no means a modern invention:
Homer begins the Odyssey with his hero mysteriously late in returning from war
and his son searching for him; John Milton’s Paradise Lost opens with Satan
already defeated in his revolt against the Lord. A device useful to writers for fill-
ing in what happened earlier is the flashback (or retrospect), a scene relived
in a character’s memory., ;

To have a plor, a story does not need an intense, sustained conflict such as
we find in “Godfather Death,” a tale especially economical in its structure of cri-
sis, climax, and conclusion. Although a highly dramatic story may tend ro assume
such a clearly recognizable structure, many contemporary writers avoid it, consid-
2‘;\‘3; too contrived 3!\&} arbitrary. In commercial fiction, in which exciting

is everything and. in which the writer has to manufacture all possible sus-
‘;;:::t:‘*h a structure is often obvious. In popular detective, Western, and
By ;e mrﬁ:cls; lnl:::\l;n‘lle fiction (!_h.e perennial Hardy Boys and Nancy Drew
oD = popu 3 hnts on tclevmon.(soap operas, police and hospital dra-
 Mysieries, and the three Star Trek series), it is often easy to recognize crisis,

cln@x.&a@ conclusion. The presence of these elements does not necessarily indi-
cate inferior literature (as “Godfather Death” shows); yet when reduced to parts
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4 Setting

By the setting of a story, we mean its time and place. The word might remind
you of the metal that holds a diamond in a ring, or of a set used in a play—per-
haps a bare chair in front of a slab of painted canvas. But often, in an effective
short story, setting may figure as more than mere background or underpinning. [t
can make things happen. It can prompt characters to act, bring them to realiza-
tions, or cause them ro reveal their inmost natures.

To be sure, the idea of setting includes the physical environment of a story:
a house, a street, a city, a landscape, a region. (Where a story takes place is some-
times called its locale.) Physical places mattered so greatly to French novelist
Honoré de Balzac that sometimes, before writing a story set in a town, he would
visit that town, select a few houses, and describe them in detail, down to their
very smells. “The place in which an event occurred,” Henry James admiringly
said of him, "was in his view of equal moment with the evenr itself ... it had a
part to play; it needed to be made as definite as anything else.”

But besides place, setting may crucially involve the ime of the story—hour,
year, or century. It might matter greatly that a story takes place at dawn, or on
the day of the first moon landing. When we begin 1o read 2 historical novel, we
are soon made aware that we aren't reading about life in the 1990s. In The Scarlet
Letter, nineteenth-century author Nathaniel Hawthorme, by a long introduction
and a vivid opening scene at a prison door, prepares us to witness events in the
Puritan community of Boston in the earlier seventeenth century. This setring,
together with scenes of Puritan times we recall from high school history, helps us
understand what happens in the novel. We can appreciate the shocked agitation
in town when a woman is accused of adultery: she has given illegitimate birth.
Sucb an event might seem more nearly common today, but in the stem, God-
fearing New England Puritan community, it was a flagrant defiance of church

and state, which were all-powerfyl (and were all one), That reader will make no
sense of The Scarler Letter who ignores its setting—if to ignore the setting is possi-
ble, so much attention does Hawthormne pay to it.

110 SETTING
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FLOT 293

Highly elaborated versions of this conceponon of Platonic love are to be
found in Dante, Petrarch, and other wnters of the thirteenth and fourteenth
centunes, and m many Itahan, French, and English authors of sonnets and
other love poems dunng the Renassance. See, for example, the exposition
in Book IV of Casnglione’s The Conrtier (1528), and in Edmund Spenser’s

“An Hymn in Honor of Beauty.” As Spenser wrote in one of the sonnets

he called Amoretn (1593):

Men call you fayre, and you doe credit . ...
But only that 15 permanent and free

From frayle corruption, that doth flesh ensew.
That is true beautie: thar doth argue you

To be divine and bome of heavenly seed:

Denved from that fayre spint, from whom al true
And pertect beaury did ar first proceed.

From this complex religions and philosophical doctrine, the modem notion
that Platomic love is simply love that stops short of sexual gratficanon 1s a
drastic reduction.

The concept of Platonic love fascinated many later poets, especally Shelley;
an example 15 his poem “Epipsychadion™ (1821). But his fmend Byron took a
skeptical view of such lofty claims for the human Eros-impulse. “Oh Plato!
Plato!” Byron sighed,

yvou have paved the way,
With vour confounded fantasies, to more

Immoral conduct by the fancied sway
Your system feigns o’er the controlless core

Of human hearts, than all the long armay
Of poets and romancers. ...

(Don_Juwan, 1. cxow)

See Plato’s Symposiim and Phaednis, and the expositon of Plato’s doctrine
of Eros (which Plato applied to male/male relanonships) in G. M. A. Grube,
Plato’s Thought (1933), chapter 3. For a cogmitive and moral assessment of
Plato's doctrines of love and desire, see Martha Craven MNussbaum, Lope's
Knmvledge: Essays on Philosophy and Literature (199%0), especially chapter 3.
Reefer o Paul Shorey, Platonism Andemt and Modem (1938); George Santayana,
“Platomic Love m Some Itaban Poets,” m Selected Crtical Writings, ed.
MNomman Henfrey (2 vols., 1968), I, pp. 41=59. See courtly love.

play (drama): 93.

plot: The plot (which Anstotle termed the mythos) in a dramatic or narratve
work 15 consotuted by its events and actions, as these are rendered and or-
dered toward achieving parmticular artistic and emotional effects. This descnp-
ton 15 deceptively simple, because the actions (including verbal discourse as
well as physical actions) are performed by partocular characters mn a work,
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POINT OF VIEW 301

that vaneties of poetic license are used to freshen our perceptions both of

literary language and of the world it represents, see Victor Erlich, Russian
Formalism (1965).

poetry happenings: 271.
poetry slam: 271.

point of view: Point of view signifies the way a story gets told=—the mode (or
modes) established by an author by means of which the reader 15 presented
with the characters, dialogue, actions, setting, and events which constirute
the mamative in a work of ficilon. The quesnon of point of view has always
been a practical concem of the novelist, and there have been scattered obser-
vations on the matter in cntical wntngs since the emergence of the modern
morel in the eighteenth century. Henry James” prefaces to his vanous novels,
however—collected as The Art of the Novel in 1934——and Percy Lubbock’s
The Craft of Fiction (1926), which codified and expanded upon James' com-
ments, made point of view one of the most prominent and persistent concerns
in modem treatments of the art of prose fiction.

Authors have developed many different ways to present a story, and many
sngle works exhibat a diversity of methods. The simplified classification be-
low, howewver, 15 widely recognized and can serve as a preliminary frame of
reference for analyzing tradinonal types of narmmation and for determuining the
predominant type in mixed nammative modes. [t deals first with by far the maost
widely used modes, first-person and third-person namation. It establishes a
broad distincoon between these two modes, then divides third-person narra-
tves into subclasses according to the degree and kind of freedom or hmitanon
which the author assumes in getting the story across to the reader. It then goes
on to deal briefly with the rarely used mode of second-person narraton.

In a third-person narrative, the narrator s someone outsde the story
proper who refers to all the characters in the story by name, or as “he,” “she,”

“they.,” Thus Jane Austen's Emma begins: “Emma Woodhouse, handsome,
clever, and nch, with a comfortable home and happy dsposton, seemed to
umte some of the best blessangs of exstence; and had hived neardy twenty-one
vears in the world with very Intle to distress or vex her.” In a first-person
narrative, the namator speaks as “1,” and 15 to a greater or lesser degree a partic-
jpant in the story, or eke 5 the protagonist of the story. |. D). Sahinger’s The Catdier
in the Rye (1931), an instance of the latter tvpe, begins: “If you really want to
hear about it, the first thing vou'll really want to know 15 where [ was bom, and
what my lousy childhood was hike, and how my parents were occupied and all

before they had me, and all that David Copperfield kind of crap....”
I. Third-person points of view

A. The omniscient point of view. Thi 5 a common term for the
many and vaned works of ficion written in accord with the comeen-
tion that the narmmator knows everything that needs to be known
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236 CHAPTER 14 *  (HARACTER

tells readers what he thinks about his job and about the girls who come into the supermar-
ket where he works, He also tells us what various chamcters look like and describes their
actions, artitudes, speech, and gestures, (For more information abour first-person narrators,
see Chaprer 16, “Point of View.")

Alternatively, aspects of a character’s personality and beliefs may be revealed through
his or her actions, dialogue, or thoughts. For instance, Sammy’s vivid fantasies and his dis-
approval of his customers’ lives suggest to readers that he is something of a nonconformist;
however, Sammy himself does not actually tell us this.

E Round and Flat Characters

In his influential 1927 work Aspects of the Novel, English novelist E. M. Forster classi-
fies characters as either round (well developed, closely involved in and responsive to the
action) or flat (barely developed or stereotypical). To a great extent, these categories are
still useful today. In an effective story, the major characters are usually complex and fully
developed; if they are not, readers will not care what happens to them. Sometimes read-
ers are encouraged to become involved with the characters, even to identify with them,
and this empathy is possible only when we know something about the characrers—their
strengths and weaknesses, their likes and dislikes. In some cases, of course, a story can be
effective even when its central characters are not well developed. Sometimes, in fact, a
story’s effectiveness is enhanced by an absence of character development, as in Shirley Jack-
son's “The Lottery” (p. 419).

Readers often expect characters to behave as “real people” in their situation might
behave. Real people are not perfect, and realistic characters cannot be perfect either. The
flaws that are revealed as round characters are developed—greed, gullibility, nalveté, shy-
ness, a quick temper, or a lack of insight or judgment or tolerance or even intelligence—
make them believable. In modem fiction, the protagonist is seldom if ever the noble
“hero”; more often, he or she is at least partly a victim, someone to whom unpleasant things
happen and someone who is sometimes ill-equipped to cope with events.

Unlike major characters, minor characters are frequently not well developed. Often they
are flar, perhaps acting as foils for the protagonist. A foil is a supporting character whose role
in the story is to highlight a major character by presenting a contrast with him or her. For
instance, in "ASP," Stokesie, another young checkout clerk, is a foil for Sammy. Because he
is a little older than Sammy and seems to have none of Sammy's imagination, restlessness, or
nonconformity, Stokesie suggests what Sammy might become if he were to continue to work
ar the A&P, Some flat characters are stock characters, easily identihable types who behave
so predictably that readers can readily recognize them. The kindly old priest, the tough young
bully, the ruthless business executive, and the reckless adventurer are all stock characters.
Some flar characters can even be caricatures, characterized by a single dominant trair,
such as miserliness, or even by one physical trait, such as nearsightedness.

[3E Dynamic and Static Characters

Characters may also be classified as either dynamic or static. A dynamic character grows
and changes in the course of a story, developing as he or she reacts to events and to
other characters. In "A&P," for instance, Sammy's decision to speak out in defense of the
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girls—as well as the events that lead him to do so—changes him. His view of the world
has changed at the end of the story, and as a result his position in the world may change
too. A static character may face the same challenges a dynamic character might face but
will remain essentially unchanged: a static character who was selfish and arrogant will
remain selfish and arrogant, regardless of the nature of the story’s conflict, In the fairy tale
“Cinderella,” for example, the title characrer is as sweet and good-natured at the end of
the story—despite her mistreatment by her family—as she is at the beginning. Her situa-
tion may have changed, but her character has not.

Whereas round characters tend to be dynamic, flar characters tend to be static. But even
a very complex, well-developed major character may be static; sometimes, in fact, the point
of a story may hinge on a character’s inability to change, A familiar example is the tide
character in William Faulkner's “A Rose for Emily” (p. 224), who lives a wasted, empey life,
at least in part because she is unwilling or unable 1o accept that the world around her and
the people in it have changed.

A story’s minor characters are often static; their growth is not usually relevant to the sto-
ry’s development. Moreover, we usually do not learn enough about a minor character’s traits,
thoughts, actions, or motivation to determine whether the character changes significantly.

EMoﬁvaﬁoa

Because round characters are complex, they are not always easy to understand. They may
act unpredictably, just as real people do. They wrestle with decisions, resist or succumb
to temptation, make mistakes, ask questions, search for answers, hope and dream, rejoice
and despair. What is important is not whether we approve of a character’s actions but
whether those acrions are plausible—whether the actions make sense in light of what we
know about the character. We need to understand a character's motivation—the reasons
behind his or her behavior—or we will not believe or accept that behavior, In “A&P” for
instance, given Sammy's age, his dissatisfaction with his job, and his desire to impress the
young woman he calls Queenie, the decision he makes at the end of the story is perfectly
plausible. Without having established his motivation, Updike could not have expected
readers to accept Sammy's actions.

Of course, even when readers get to know a character, they still are not able to predict
how a complex, round character will behave in a given situation; only a flar character is
predictable. The tension that develops as readers wait to see how a character will act or
react, and thus how a story's conflict will be resolved, is what holds readers’ interest and
keeps them involved as a story’s action unfolds.

v/ CHECKLIST Writing about Character

Who is the story’s main character? Who are the other major characters?

Who are the minor characters? What roles do they play in the story? How would
the story be different without them?

costhnaued Of next pape
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The setting of a work of fiction establishes its historical, geographical, and physical contexct.
Where a work is set—on a tropical island, in a dungeon, at a crowded party, in the woods
influences our reactions to the story's events and characters. When a work takes place—
during the French Revolution, during the Viemam War, today, or in the future—is equally
important. Setting, however, is more than just the approximate time and place in which a
work is set; setting also encompasses a wide variety of other elements.

Clearly, setting is more important in some works than in others. In some stories, no
particular time or place is specified or even suggested, perhaps because the writer does
not consider a specific setring to be important or because the writer wishes the story’s
events to seem timeless and universal. In other stories, a writer may provide only minimal
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Cacophony Scec 1EXTURE.
Caricature Scc PARODY.

Camnival Sce DIALOGIC STRUCTURE.

Catastrophe  Sce DENOUEMENT, DRAMA.

Catharsis The most disputed part of
Anstotles defimtion of tragedy is his
statement that it is an action ‘through pity
and fear cffecting a catharsis of these
emotions’. Traditionally catharsis 1s
rendered as “purgation’ and refers to the
psychological effect of tragedy on the
audience. Against Plato’s condemna-
tion of art for unhealthily stimulating
emotions which should be suppressed,
Anstotle argues that audiences are not
inflamed or depressed by the spectacle of
suffering in tragedy, but in somec way
released. Our subjective, potentially
morbid, emotions are extended outward,
through pity for the tragic hero, in an
enlargement, a leading out, of the soul
(psychogogia). So tragedy moves us
towards psychic harmony. A related but
less psychological, interpretation puts
catharsis mto the context of Anstotle’s
argument that the pleasure peculiar to
tragedy anses from the fact that our
emotion 1s authonized and released by an
intellectually conditioned structure of
action. In fiction, unlike reality, we feel
the emotion and sec its place in a
sequence of probability and necessity.
Alternatively catharsis may be seen, as
by G. Else (Aristotle s "Poetics”, 1957),
not as the end result, but as a process
operating through the ‘structure of
events” which purifies, not the audience,
but the cvents themselves. The tragic
heros pollution (typically from the

murder of a blood relation) is shown,
through the structure of discovery and
recognition, and the heros subsequent
remorse, to be in some measure unde-
served. So catharsis is the punfication of
the hero which enables us to go beyond
fear, our horror at the events, to piry bon
of understanding; the poet’s structure
leads our recason to judge our emotion.
See also PLOT, TRAGEDY.

See Humphry House, Aristotle s
‘Poerics " (1956); A. K. Abdulla, Catharsis
in Literature (1985); Dana F. Sutton,
The Catharsis of Comedy: Greek Studies:
Interdisciplinary Approaches (1994).

M

Cento(nism)

Character The fictional representation
of a person, which is likely to change,
both as a presence in literature and as an
object of critical attention, much as it
changes in socicty. Ideas of the place of
the human in the social order, of human
individuality and sclf-determination,
clearly shift historically; and this is
often mimed in literature by the relation
of characters to actions or webs of story.
The idea of character often attaches,
therefore, to the personalizing or human-
izing dimension of literature; thus natu-
ralism, which tends to create plots in
which characters are not sclf-determining
agents but n ironic relationships to larger
sequences of force, scems a remarkably
impersonal writing. Yet, individual iden-
tity is often partly an attnbute of social
interaction, of the play of the social drama;
this too 1s mimed in the dramatic char-
acter of much literature. In plays the
paradox is compounded by the fact that

See PASTICHE.




An Introduction
to Literary Studies

Second edition

Mario Klarer

Also avallable as a prmted book

e ¥ oY = 1 | N e



Published 2004 (fourth revised and expanded edition)
|)}' Wissenschaltliche Buc hngl]sdull, Darmstadt
as !:'m,l'i:hmng in dic anglistisch-amerikanistische

Literaturwissenschaft

< 2004 Wissenschaltliche Buchpesellschaft, Darmstadt

>

First pul)luhcd in F.nghxh in 1999
l)}‘ Roullcdg«

This edition first pul;luhvd 2004
|1’\' Roullulgc
11 New Fetter Lane, London EC4P 4EE

Simultaneously pul)lishvd in the USA and Canada
l))‘ Ruullcllg_c
29 West 35th Swreet, New York, NY 10001

Routledge is an imprmnt of the Taylor & Francis Group
This edition published in the Taylor & Francis e-Library, 2005,

“To purchase your own copy of this or any of Taylor & Francis or Routledge’s
collection of thousands of eBooks please go 10
L.

www.cBookstore. tandl, co,uk.”
€ 1999, 2004 Routledge

All nghb reserved. No part of this book may be rvprmlctl or reproduced or
utilized In any form or by any electronic, mechanical, or other means, now
known or herealter invented, mrlmlmg photocopying and n'runlmg\ or in
any information sloragv or retrieval system, without permission mow nling

trom the publlshcr.\.

British Library Cataloguing in Publication Data

A catalogue record lor this book is available from the British Library

Library of Congress Cataloging in Publication Data
Klarer, Mario, 1962
[Einfihrung in die anglistisch-amerikanistische Literaturwissenschaft. English|
An introduction to literary studies/ Mario Klarer—2nd ed.
p. cm.

"Published 1998 (3rd revised edition) by Wissenschaftliche
Buchgesellschaft, Darmstadt as Einfiihrung in die anglistisch-amerikanistische
Literaturwissenschaft™ T.p. verso,

Includes lubhogr.\phival references and index.

1. English literature —History and criticism—Theory, etc. 2. English
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the facade of his characters h_'; dwaJinL:_I :mlvl_'; on exterior aspects of
clialc:gu-: and actions without further COMMEntary or evaluation.
Dramatic presentation, however, only pretends to represent
objectively while it always necessarily remains biased and
perspectival.

As shown above, one can distinguish between two basic kinds of
characters (round or flat), as well as between two general modes of

presentation (showing or telling):

Kinds of characters

typifted character indrridualized characer
Elan resuncl

Modes of presentation

explanatory method dramatic method

parralion dialesrue—monoloouse
L= L

Similar to typilication amd individualization, explanatory and
dramatic methods hardly ever appear in their pure forms, but rather
as hybrids of various degrees, since the narrator often also acts as a
character in the text. (Questions concerning character presentation are
always connected with problems of narrative perspective and are
therefore hard to isolate or deal with individually. The following
section on point of view thus inevitably touches upon aspects already

mentioned.

€)

Point of view

The term point of view, or narrative perspective, characterizes the
way in which a text presents persons, events, and settings. The
subtleties of narrative perspectives developed parallel to  the
emergence of the novel and can be reduced to three basic positions:
the action of a text is either mediated through an exterior, unspecified
narrator {omniscient point of view), through a person involved in the
action (first-person narration), or presented without additional
commentary {figural narrative situation). This tripartite structure can
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cml:.' summarize the most extreme manifestations which h.1t'd]_'..' ever
ocour in their pure form: individual Iiwral':l.' works are u:iua]]_'.' h:l.'l:ri-:l_ﬂ.
combining elements of various types of narrative situations.®

The most common manifestations of narrative perspectives in prose

fiction can, therefore, be structured according to the following

pattermn:

omniscient point of view first-person narration
throwph external narrator whao by protagonist or by minor
relers o protagonist in the third character

|I1.':I'HIII:L
ligura.l marrative situation

throwgh lipures acting in the text

Texts with an omniscient l:mint of view refer to the acting
Eigun‘s. in the third person and present the action from an all-
knowing, God-like perspective. Sometimes the misleading term third-
person narration is also applied for this narrative situation. Such
disembodiment of the narrative agent, which does away with a
narrating persona, easily allows for changes in setting, time, and
action, while simultaneously providing various items of information
beyond the range and knowledge of the acting figures. Jane Austen
(1775-1817), for example, introduces an omniscient narrator of this

sort in her novel .‘l-.'-::r[]':-unlclu_-r .1|'n'1..;| (1818}

Mo one who had ever seen Catherine Moreland in her infancy,
would have supposed her born to be a heroine, Her situation in
life, the character of her father and mother, her own person
and disposition, were equally against her. Her father was a
clergyman, without being neglected, or poor, and a very
respectable man, though his name was Richard—and he had
never been handsome. He had a considerable independence,
besides two good livings—and he was not in the least addicted
to locking up his daughters. Her mother was a woman of useful
plain sense, with a good temper, and, what is more

remarkable, with a good constitution ”
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As evident in this example, an omniscient narrator can go back in time
(“Catherine Moreland in her infancy”), look into the future (“to be a
heroine™), and possess exact information about different figures of the
novel (“Her situation in life [...]. Her father |...]. Her mother [...]").
This omniscient point of view was particularly popular in the
traditional epic but also widely used in the early novel.

First-person narration renders the action as seen through a
participating figure, who refers to her- or himself in the first person.
First-person narrations can adopt the point of view either of the
protagonist or of a minor figure, The majority of novels in first-person
narration use, of course, the protagonist (main character) as
narrator, as for example, Laurence Sterne’s Tristram Shandy (1759
67) or Charles Dickens’ David Copperfield (1849-50). The opening
lines of J.D. Salingcr's (1919-) The Catcher in the Rye ( 1951) also refer
to this tradition of first-person narration by the protagonist: “If you
really want to hear about it, the first thing vou’ll probably want to
know is where I was born, and what my lousy childhood was like, and
how my parents were occupied and all before they had me, and all that
David Copperfield kind of crap, but I don’t feel like going into M
These first-person narrations by protagonists aim at a supposedly
authentic representation of the subjective experiences and feelings of
the narrator.

This proximity to the protagonist can be avoided by introducing a
minor character as first-person narrator. By depicting events as
seen through the eyes of another person, the character of the
protagonist remains less transparent. A number of novels which
center on a main ﬁgurc, for instance Herman Melville’s (1819-91)
Moby Dick (1851) or F.Scott Fitzgerald’s (1896-1940) The Great Gatsby
(1925), mystify the protagonist by using this particular technique. The
opening words of Moby Dick, “Call me Ishmael,” are uttered by the
minor character Ishmael, who subsequently describes the mysterious
protagonist Captain Ahab. In The Grear Garsby, Nick relates the events
around the enigmatic Gatsby from the periphery of the action.
Through this deliberately chosen narrative perspective, the author
anticipates thematic aspects of the evolving plot.

In the ﬁgural narrative situation, the narrator moves into the
background, suggesting that the plot is revealed solely through the

actions of the characters in the text. This literary tcchniquc is a
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strong connections with the traditional performing arts and its links

with fiction’s textual features.

4
FILM

At the beginning of the twenty-first century, it is impossible to
neglect film as a semi-textual genre both influenced by and exerting
influence on literature and literary criticism. Film is predetermined by
literary techniques; conversely, literary practice developed particular
features under the impact of film. Many of the dramatic forms in the
twentieth century, for example, have evolved in interaction with
film, whose means of photographic depiction far surpass the means of
realistic portrayal in the theater. Drama could therefore abandon its
claim to realism and develop other, more st}‘lizcd or abstract forms of
presentation. Photography and film have also had a major influence on
the fine arts; novel, more abstract approaches to painting have been
taken in response to these new media, The same can be said for post-
modern fiction, which also derives some of its structural features from
film,

Film’s idiosyncratic modes of presentation such as camera .mglc,
vdmna montage, slow and fast motion—olften parallel features of
literary texts or can be explained within a textual framework.
.-\l(hough film has its own spcdﬁc characteristics and tcrminolog}" it
is possible to analyze film b)’ dr:m'ing on methods of lilcrar}' criticism,
as film criticism is closely related to the traditional approaches of
textual studies. The most important of these methodologies coincide
with the ones that will be discussed in the next chapter on literary
theory. There are, for example, approaches similar to text-oriented
literary criticism which deal with material aspects of film, such as film
stock, montage, editing, and sound. Mcthodologics which are
informed by reception aesthetics focus on the effect on the spectator,
and approaches such as psychoeanalytical theory or feminist film theory
regard film within a larger contextual framework. The major
dm't-lupmcms of literary theory have therefore also been borrowed or
adapted by film studies.

In spite of their differing forms and media, drama and film are often

categorized under the heading performing arts because they use
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dalam kondisi sederajat, vang menjadikan mereka tidak sederajat
adalah karena perlakuan yang diberikan oleh peneliti.

Pada penelitian non eksperimen perlakuan sudah diasumsikan
terjadi, jadi asumsi equality tidak berlaku. Hasil analisis vang
menunjukkan bahwa kelompok vyang satu  mempunyai

karakteristik tertentu, sedangkan kelompok lainnya.

H. Penelitian Kualitatif

Penelitian kualitatif disebut juga naturalistic inquiry memandang
realitas sosial bersifat unik antara satu dengan lainnya sehingga sulit
untuk melakukan generalisasi tentang keseluruhan kalau hanya
didasarkan sebagian. Oleh karena itu pemahaman keseluruhan
diperlukan pendekatan holistik. Pernyataan tersebut ditentang oleh
peneliti  kuantitatif dengan argumen walaupun setiap bagian
mempunyal keunikan tersendiri akan tetapir ada beberapa
karakteristik memiliki kesamaan dan dimungkinkan untuk dilakukan
generalisasi. Apabila realitas sosial telah dapat diungkapkan
berdasarkan beberapa penelitian mencukupi maka prediksi terhadap
suatu fenomena sosial dapat dilakukan dari pada hanya berdasarkan
kebetulan.
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Qualitative Methods

ualitative methods demonstrate a different approach to scholarly inquiry than methods of

quantitative research. Although the processes are similar, qualitative methods rely on text and

image data, have unique steps in data analysis, and draw on diverse designs. Writing a methods
section for a proposal for qualitative research partly requires educating readers as to the intent of
qualitative research, mentioning specific designs, carefully reflecting on the role the researcher plays
in the study, drawing from an ever-expanding list of types of data sources, using specific protocols
for recording data, analyzing the information through multiple steps of analysis, and mentioning
approaches for documenting the accuracy—or validity—of the data collected. This chapter addresses
these important components of writing a good qualitative methods section into a proposal. Table 9.1
presents a checklist for reviewing the qualitative methods section of your proposal to determune
whether you have addressed important topics.

Tahle 9.1 A Checkhst of Chuestons tor Designing a Cua itatrve Procedure

Are the basic characterstics of qualtative studies mentioned?
Is the specific tvpe of qualitative design to be used n the study mentioned? s the history of, a definibon of, and
applications for the design mentoned?

Does 1}: reader gam an l.ltknmnl:lng of the researcher’s role in the study (past hstoncal, social, cultural
nces, ptnmmlcmmhm:s to sites and people, steps I gaining entry, and sensitive ethical ssues) and how
they may r.h!p: mierpretations made m the study?

Is the purposeful samplng strategy for sites and indriduak identified?

Are the specific forms of data collection mentioned and a rationale given for ther use?

Are the procedures for recording mformation durng the data collection detailed (such as protocoks)?
Are the data analysis steps identified?

Is there evidence that the researcher has organized the data for analyss?

Has the researcher reviewed the data generally to obtamn a sense of the mformation?

Has the researcher coded the data?

Have the codes been developed to form a description and'or to identify themes?

Are the themes mnterrelated to show a higher kevel of analyss and abstraction?

Are the ways that the data will be represented mentioned—such as m tables, graphs, and figures?

Have the bases for mterpreting the analysis been specified (personal expenences, the literature, questions, action
ngenda)?

Has the researcher mentioned the outcome of the study (developed a theory, provided a complex picture of
hemes |7

Have multiple strategies been cited for vabdatng the findings?




4.

Edition

Introduction to

Qualitative

Research Methods

A Guidebook and Resource

Steven J. Taylor
Robert Bogdan
Marjorie L. DeVault




This book is printed on ackd-free paper. £

Copyright © 201 &by John Wiley & Sons, Inc. All righis neserved.

Published by Jobn Wilsy & Sons, Inc., Hoboken, bew [ersey.
Published simultanesasly in Canada.

Blo part of this publication may be reproduced, stored in a retrieval system, or transmitted in ary foren or by
ary means, clectronic, mechanical, photocopying, recording, sranndng, or otherwise, except as permidted
under Section 107 or 108 of the 199 Undted States Copyright Act, withowst either the prior written permdssion
of the Publisher, or authorization theough payment of the appropriate per-copy fee b the Copyright
Clearance Center, Inc., 222 Rosewond Drive, Danvers, R 010923, (97E) TR0-E400, fax (978) sdi=8500, ar on the
wib at www.oopyright.com. Requests to the: Publisher for permission shoald be addressed to the Permissions
Department, Jobin Wiley & Sons, Inc., 111 Biver Street, Hoboken, M) 0030, (30 ) 788-6011, fax {200 ) 74S=-0008.

Limit of Liabdlity / Disclaimer of Warranty: While the publisher and author have used their best efforts in
preparing this book, they make no representations or warrantes with respect to the accuracy or
completeness of the contents of this book and specifically disclaim ary implied warranties of merchantability
or fitness for a partioalar purpoese. Mo warranty may be created or extended by sales representatives ar
written sales materials. The advice and strategies contained herein may niot be suitable for your sitnation.
Y¥ou should consult with a professional where appropriate. Melther the publisher nor awthor shall be liable
for any boss of profit or any other commercial damages, including bat not Bmited to special, incidental,
corsequential, or other damages

This publication is desigred to provide acoarate and autharitative information in regard Bo the subject matier
civered. [t is sold with the understanding that the publisher ks nat engaged in rendering professional
services. [f legal, accounting, medical, psychological or any other expert assistance is required, the servioes of
a competent professional person should be sought.

Designatons wed by compandes to distinguish thelr products ane often claimed as trademarks. In all
instances where [ohn Wiley & Sons, Inc. is aware of a claim, the prodoct names appear in indtal capital or all
capital ketters. Beaders, hownesver, should contact the appropriate companies for more complete inforeation
regarding trademarks and registration.

For general information on our other products and services please contact our Customer Care Departmeent
within the United States at (800} Med-2974, outside the United Stabes at (317) 5723993 or fax (317) 5724000

Wiley publishes in a variety of print and electronic formats and by print-on-demand. Some material incduded
with standard print versions of this book may not be induded in e-books or in print-cn=demand. 1f this book
refers to media ssch a5 a CD or DVD that is not induded in the version vou purchased, vou may downiload
this material at http:/ Sbooksupport.wiley.orm. For more informaton aboat Wiley products, visit

e il

Library of Congress Catalegimg-in=-Publicetian Data

Taylor, Steven |, 1949
Introduction o qualitative research methods @ a guidebook and resoarce [/ Steven | Taylar, Robert Bogdan,
Marjorie L. DeVault —4dth edition.
Pages CITi
Includis biblingraphical references and indes.
BN GM-1-118-T6F N -4 (cloth) = 1SBN 975-1- 11826730 (epdf) = BEMN 98- 1-118-T87 2040 (epub)
1. Social sciences = Research = Methodology. 2. Sociology = Research = Methodology, 3. Qualitative research.
I. Bogdan, Bobert. I DeVault, Marporie L, 1950 = [11. Tithe
H&1 T35 M
01 4" 2 =ik
ANS01RYT

Cower design: Wiley
Cower image: SiStock, urbanco

Primked in the United Stakes of America

IbesETa543521




Introduction: Go to the People 7

Paralleling the growing interest in qualitative research in sociology has
been an increased acceptance of these methods in other disciplines and
applied fields. Such diverse disciplines as geography (Delyser, Herbert,
Aitken, Crang, & McDowell, 2010; Hay, 2010), political science (McMabb,
2004), and psvchology (Camic, Rhodes, & Yardley, 2003; Fischer, 2005;
Qualitative Research in Psychology) have seen the publication of edited books,
texts, and journals on qualitative research methods over the past decade
and a half. The American Psychological Association started publishing the
journal Qualitative Psychology in 2014, Qualitative methods have been used
for program evaluation and policy research (Bogdan & Taylor, 1990; Guba &
Lincoln, 1989; M. Q. Patton 1987, 2008, 2010, 2014; Rist 1994). Journals and
texts on qualitative research can be found in such diverse applied areas of
inquiry as health care and nursing (Latimer, 2003; Munhall, 2012; Streubert &
Carpenter, 2010; Qualitative Henlth Research), mental health, counseling,
and psychotherapy (Harper & Thompson, 2011; McLead, 2011}, education
(Bogdan & Biklen, 2006; International Journal of Qualitative Studies in Education;
Lichtman, 2010; Qualitative Research in Education), music education (Conway,
2014), public health (Ulin, Robinson, & Tolley, 2005), business (Meyers,
2013), theology (Swinton & Mowat, 2006), disability studies (Ferguson
et al., 1992), human development (Daly, 2007; Jessor, Colby, & Shweder,
1994), social work (Sherman & and Reid, 1994; Qualitative Social Work), and
special education (Stainback & Stainback, 1988).

One does not have to be a sociologist or to think sociologically to prac-
tice qualitative research. Although we identify with a sociological tradition,
qualitative approaches can be used in a broad range of disciplines and felds.

Just as significant as the increasing interest in qualitative research meth-

ods has been the proliferation of theoretical perspectives rooted in the phe-
nomenological tradition underlying this form of inquiry. We consider the

relabionship between theory and methodology more fully later in this chapter.

QUALITATIVE METHODOLOGY

The phrase qualitative methodology refers in the broadest sense to research
that produces descriptive data—people’s own written or spoken words and
observable behavior. As Ray Rist (1977) pointed out, gqualitative methodol-
ogry, like quantitative methodology, is more than a set of data-gathering tech-
niques. It is a way of approaching the empirical world. In this section we
present our notion of qualitative research.

1. Quualitative researchers are concerned with the meaning people attach fo things
in their lives. Central to the phenomenological perspective and hence qualita-
tive research is understanding people from their own frames of reference and
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Taylor's study of World War Il conscientious objectors, or COs, started
when a colleague showed him a monograph titled Out of Sight, Out of
Mind edited by Wright (1947). The monograph contained graphic accounts
of institubional abuse and neglect and was published by a group named
the Natiomal Mental Health Foundation. Although Taylor had studied
the history of state institutions for people with psychiatric and intellectual
disabilities in America and written about public exposés of these institutions,
he was only vaguely familiar with exposés of state mental hospitals and
training schools in the 1940s. He had never heard of the National Mental
Health Foundation, even though Ouf of Sight, Out of Mind listed a series of
prominent national sponsors and supporters, including Eleanor Roosevelt,
wife of deceased President FDE; Walter Reuther, labor leader; and Henry
Luce, founder of Time magazine. The monograph only mentioned in passing
that the accounts had been written by COs. Taylor was intrigued that he and
colleagues knowledgeable about the history of institutions were unfamiliar
with or only vaguely aware of this history.

Historical researchers distinguish between primary and secondary
sources. Primary sources are documents or artifacts created during the
time under study and can include reports, letters, photos, newsletters,
diaries, and similar materials. Secondary sources are secondhand accounts
by people attempting to analyze and interpret an activity or event. Some
sociologists and others write historical accounts based solely on secondary
sources, but primary sources are generally considered essential for sound
historical research.

Taylor first searched for secondary sources on World War II COs.
He found several books that described the Civilian Public Service, which
was established to oversee nonmilitary service conducted by COs who were
conscientiously opposed to participation in the military based on religious
training and beliefs. Although these books had little to say about COs
assigned to state institutions, they helped Taylor understand the religious
backgrounds of the COs and the organizations that worked hard to convince
the government to permit religious objectors to perform alternative service.

Just as important, these secondary sources cited primary sources and
listed repositories of archival materials on the World War II COs. Archival
researchers can use the same snowball technique employed by participant

observers and interviewers: study documents to identify other potentially
fruitful sources. One document leads to others, which lead to others, which
lead to others. Through this process, Taylor identified two other books that
focused on specific aspects of the work of COs at state institubions.

Three major historical peace churches—the Society of Friends (Quakers),
the Mennonite Church, and the Church of the Brethren—were the driving
forces behind the establishment of the Civilian Public Service and spon-
sored and paid the living expenses of over 12,000 COs representing over
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mengetahui validitas dan realibilitas. Tidak ada aturan yang
absolute. Yang ada hanyalah: "buatlah sebaik mungkin dengan
menggunakan akal budimu secara penuh’ dan maksimal.

Mungkin ada arahan tetapi tujuan akhir adalah unik untuk

setiap penelit,

Setiap studi kualitatif adalah unik. Pendekatan analisisnya
juga unik. Hal ini sangat tergantung pada keahlian, insight,
training dan kemampuan peneliti. Faktor kemampuan manusia
dari peneliti sangat besar dan sekaligus juga kelemahan
yang besar. Hasil peneliiannya boleh jadi sangat baik,
karena pengalaman dan pengetahuan luas yang dimiliki oleh
peneliti. Tetapi bisa juga hasilnya akan sangat dangkal, karena
pengetahuan dan penglaman peneliti yang sangat kurang dan
dangkal.

Metode kualitatif bersifat induktif yaitu mulai dari fakta,
realita, gejala, masalah yang diperoleh melalui suatu observasi
khusus. Dari realita dan fakta yang khusus ini kemudian peneliti
membangun pola-pola umum. Induktif berarti bertitik tolak
dari yang khusus ke umum.

Sifat lain dari metode ini adalah holistik. Peneliti yang
menggunakan metode ini berkeinginan untuk memahamai
suatu gejala secara menyeluruh, termasuk mendeskripsikan
dan menginterpretasikan lingkungan sosial manusia atau
organisasi eksternal yang mempengaruhinya.

Analisis data di sini berarti mengatur secara sistematis
bahan hasil wawancara dan observasi, menafsirkannya
dan menghasilkan suatu pemikiran, pendapat, teori atau
gagasan yang baru. Inilah yang disebut hasil temuan atau
findings. Findings dalam analisis kualitatif berarti mencari dan
menemukan tema, pola, kosep, insights dan understanding.

Langkah-Langkah Penelitian Metode Kualitatif % 121




Semuanya diringkas dengan istilah ‘penegasan yang memiliki

arti’ (statement of meanings).

Analisis berarti mengolah data, mengorganisir data,

memecahkannya dalam unit-unit yang lebih kecil, mencari

pola dan tema-tema yang sama. Analisis dan penafsiran selalu

berjalan seiring.

Bagan 4.5. Proses Analisis
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Beyond the most basic definition as ‘the study of signs’, there is
considerable variation among leading semioticians as to the scope of
semiotics. One of the broadest definitions i1s that of the late Italian
semiotictan Umberto Eco (1932-2016), who states that ‘semiotics is
concerned with everything that can be taken as a sign’ (1976, 7). A sign is
traditionally defined as “something which stands for something else’ (in the
medieval formula, aliguid siat pro aligueo). All meaningful phenomena
(including words and images) are signs. To interpret something is to treat it
as a sign. All experience i1s mediated by signs, and communication depends
on them. Semioticians study how meanings are made and how reality is
represented (and indeed constructed) through signs and sign systems.

Theories of signs {or ‘symbols’) appear throughout the history of
philosophy from ancient times onwards. The study of signs as medical
symptoms originated with Hippocrates (460—377 BCE) and was developed
by Galen (¢.129-200 CE). Plato’s Cranidus (¢.360 BCE) featured a famous
dialogue on the conventionality of words and the introductory chapter of
Aristotle’s On Interpretation (¢.350 BCE) proved to be an influential
contribution to the theory of signs. The Stoics (¢.300 BCE-200 CE) are
often considered to have produced the first semiotic theory (Bouissac 1998,
568). However, a general theory of signs (both natural and cultural) is
commonly fraced back to the medieval theologian and philosopher
Augustine of Hippo (354430 CE), who i1s consequently claimed by some
to be the founder of semiotics.

The two primary traditions in contemporary semiotics stem respectively
from the Swiss linguist Ferdinand de Saussure (1857- 1913) and the
American philosopher Charles Sanders Peirce (pronounced “purse’) (1839—
1914). They are widely regarded as the co-founders of what 15 now
generally known as semiotics — despite the fact that neither of them actually
wrote a book on the subject. The first edition of Saussure’s Course in
General Linguistics, published posthumously in 1916, contains the
declaration that he could envisage, and staked a claim for, *a science that
studies the life of signs within society’), which he called semiology, from
the Greek sémeion, ‘sign’” (CLG 33; 16). His use of the term sémiologie
dates originally from a manuscript of 1894 Although Saussure was a
linguist, he saw linguistics as a branch of the ‘general science’ of
semiology, which was in turn an offshoot of (social) psychology. Across the
Atlantic, to the philosopher Charles Peirce the field of study which he calls
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1
PRELIMINARIES: SEMIOTICS
AND POETICS

THE SEMIOTIC ENTERPRISE

Of all recent developments in what used to be confidently called the
humanities, no event has registered a more radical and widespread
impact than the growth of semiotics. There scarcely remains a
discipline which has not been opened during the past fifteen years
to approaches adopted or adapted from linguistics and the general
theory of signs.

Semiotics can best be defined as a science dedicated to the study
of the production of meaning in society. As such it is equally
concerned with processes of signification and with those of
communication, iLe. the means whereby meanings are both
generated and exchanged. Its objects are thus at once the different
sign-systems and codes at work in society and the acrual messages
and texts produced thereby. The breadth of the enterprise is such
that it cannort be considered simply as a ‘discipline’, while it is oo
mulrifaceted and heterogeneous to be reduced to a ‘method’. It is—
ideally, ar least—a muludisciplinary science whose precise
methodological characteristics will necessarily vary from field to
field but which is united by a common global concern, the better
understanding of our own meaning-bearing behaviour.

Proposed as a comprehensive science of signs almost
contemporarily by two great modern thinkers at the beginning of
this century, the Swiss linguist Ferdinand de Saussure and the
American philosopher Charles Sanders Peirce, semiotics has since
had a very uneven career. This has been marked in parucular by
two periods of intense and wide-based activity: the thirties and
forties (with the work of the Czech formalists) and the past two
decades (especially in France, Italy, Germany, the Soviet Union and
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WHAT [S SEMIOTICS?

stands for, how it mamfesis itself physically, and why it is indicative of certain
allments or conditions is the essence of medical diagnosis. Now, while the
goal of semiotics today 1s to investigate something quite different (a sign such
as red), it nevertheless has retained the same basic method of inquiry. As a
case in point, observe the following figure:

What does it mean? The answer is "a bright idea,” How does it present
this meanimg? It does so by showing a light bulb inside a bubble. Why is it
indicative of this meaning? Answering this last question entails unraveling the
cultural roots of cach component of the sign. The use of light in the sign 15
consistent with the general view in our culture of light as an analogue for

intellect and imelhgence, This can be seen, for instance, in such expressions
as “to become enlightened,” “to shed light on something,” and so on, The use
of a “bubble” 1o enclose the light bulb (the source of light) 1s derived from the
comic book tradition of putting words and thoughts into bubbles. This simple
example tllustrates the sum and substance of semiotic method. The same triad
of questions is used 1o understand evervthing from a simple visual figure (such

as the one above) 1o a complex narrative or scientific theory.

The thing to which a sign refers is known, logically, as the referent. There
are two kinds of referents: (1) a concrete referent, such as the animal designated
by the word car, and (2) an abstract referent, such as the “bright idea™ concept
designated by the light bulb figure above. The former is something that can be
shown to exist in the real world—e.g., a "cat™ can be indicated by simply
pointing to one, The latter 1s imaginary and cannot be indicated by simply
pointing to it—how would you point to a “bright idea” inside the brain? Signs
allow us to refer to things and ideas, even though they might not be physically
present for our senses to perceive. When we say or hear the word car the
image of the animal in question comes instantly to mind, even if the actual
animal 1s not around for us to perceive with our senses,
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why mistakes are made
in understanding facial expressions
of emotion

The Foce as a Multisignal,
Multimessoge System

The face provides more than one kind of signal to convey more than
one kind of message. In trying to follow the emotion messages, you may
look at the wrong signal. Or perhaps vou don’t clearly differentiate the emo-
tion messages from the other messages conveyed by the face. A very familiar
example of a multisignal, multimessage system is the system of road signs. It
employs three types of signals: shape (triangular, square, circular, rectangu-
lar, octagonal), color (red, yellow, blue, green), and inscription (words,
drawings, numbers). Road signs utilize these three types of signals to trans-
mit three types of messages: regulations (stop, no U-turn, vield, etc.),
warnings (school crossing, two-way traffic, etc.), and information (service
arca, bike route, camping, etc.). With road signs, as with facial expressions,
you must focus on a particular type of signal if you wish to learn a particu-
lar type of message. If you want to know if you are approaching a rest area
or a place to camp, you can search for the blue or green signs, because it is
these colors that give this type of information (vellow signs give warnings,
red signs give regulations). The parallel in reading faces is that if you want
to know what emotion someone is feeling, you must watch the temporary
changes in the face, because it is these rapid facial signals which give infor-
mation about emotions. (If you were trying to determine someone’s age, you
would pay attention to more enduring aspects of the face, such as muscle
tone or permanent wrinkles. )

The face provides three types of signals: static (such as skin color),
slow (such as permanent wrinkles), and rapid (such as raising the eye-
brows). The static signals include many more or less permanent aspects of
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why mistakes are made in understanding focial expressions of emotion 11

the face—skin pigmentation, the shape of the face, bone structure, cartilage,
fatty deposits, and the size, shape, and location of the facial features (brows,
eyes, nose, mouth). The slow signals include changes in the facial appear-
ance which occur gradually with time. In addition to the development of
permanent wrinkles, changes in muscle tone, skin texture, and even skin
coloration occur with age, primarily in the later years of adulthood. The
rapid signals are produced by the movements of the facial muscles, resulting
in temporary changes in facial appearance, shifts in the location and shape
of the lacial features, and temporary wrinkles. These changes flash on the
face for a matter of seconds or fractions of a second.

All three types of facial signals can be modified or disguised by per-
sonal choice, although it is hardest to moedify the static and slow signals.
Hair styles are used almost universally to modify these signals. Bangs, for
example, can change the apparent size of the forehead, or conceal perma-
nently etched wrinkles. Cosmetics, such facial ornaments as sunglasses and,
at the most extreme, plastic surgery can modify the static and slow facial
signals so that they broadcast a different set of messages. The rapid facial
signals can be modified or disguised by inhibiting the muscle movements that
produce them or by masking one expression with another, or by hiding the
face with beards or sunglasses. Thus, one can be misled, purposefully or
accidentally, by rapid, slow, or static signals.

The face is not just a multisignal system (rapid, slow, static) but also a
multimessage system. The face broadcasts messages about emotion, mood,
attitudes, character, intelligence, attractiveness, age, sex, race, and probably
other matters as well. This book is focused primarily on one type of message
and one type of signal—emotion messages transmitted by the rapid signals.
When we speak of emotions, we are referring to transitory feelings, such as
fear, anger, surprise, etc. When these feclings occur, the facial muscles con-
tract and there are visible changes in the appearance of the face. Wrinkles
appear and disappear, the location and/or shape of the eyebrows, eyes, eye-
lids, mostrils, lips, checks, and chin temporarily change. Research has shown
that accurate judgments of emotion can be made from the rapid facial signals,
and has recently uncovered the particular facial signals—the blueprints—
which distinguish cach of the primary emotions. Photographs were specially
made for this book to reveal and contrast the facial blueprints that distin-
guish each of the primary emotions and the blends of these emotions.

It is important to note that the emotion messages are not transmitted
by either the slow or the static facial signals; however, these may affect the
implications of an emotion message. If a person has a thin or fat face, a
wrinkled or smooth face, a thin- or thick-lipped face, an old or young face,
a male or female face, a Black, Oriental, or Caucasian face, that does not
tell you whether the person is happy or angry or sad. But it may affect your




surprise

The Experience of Surprise

Surprise is the briefest emotion. It is sudden in its onset. If you have
time to think about the event and consider whether or not you are surprised,
then you are not. You can never be surprised for long, unless the surprising
event unfolds new surprising elements, It doesn’t linger. When you cease being
surprised, its disappearahce is often as sudden as was it onset.

Surprise is triggered both by the uwnexpected and by what might be
called the “misexpected” event. Suppose a man’s wife appears in his office.
If she customarily comes at that time to drop off his lunch he will not be
surprised. The appearance of his wife is neither unexpected nor misexpected.
If his wife rarely comes to his office, but her impending visit is announced
by his secretary saying, "'l can see your wife coming up the street,” he will
not be surprised when she arrives, because there will have been time to
anticipate and perhaps figure out an explanation for this out-of-the-ordinary
event. If his wife walks in unannounced and it is unusual for her to appear
at her husband’s office, then the event is an unexpected surprise—an unusual
event which was unanticipated. It is called wumexpected rather than mis-
expected because at that moment the surprised person was not expecting any-
thing in particular to happen. If, however, the coffee vendor always comes
by at that time and always gives a characteristic knock on the door, and it is
the man's wife, not the coffee vendor who comes in, the event is a mis-
expected surprise. There was an aroused specific anticipation for something
different to happen at that moment. In misexpected surprise the event need
not be unusual to be surprising; it is the contrast with what is expected at
that moment that is surprising. If, at the moment that the coffee vendor was
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—The brows are raised, so that they are curved and high.

—The skin below the brow is stretched.

—Horizontal wrinkles go across the forehead.

—The eyelids are opened; the upper lid is raised and the lower lid drawn
down; the white of the eye—the sclera—shows above the iris, and often
below as well.

~The jaw drops open so that the lips and teeth are parted, but there is
no tension or stretching of the mouth.

moking faces

Another way to review what you have learned about the surprise facial
expressions is actually to construct some of the faces you have seen in this
chapter. Cut out the four pieces of the neutral facial expressions of John
and Patricia on the back page. Now you have what you need to make some
of the different surprise facial expressions.

l. Take the C pieces and place them over the faces in Figure 11. What is
the expression? You have seen Patricia’s face before, but not John's
expression. It is questioning or disbelief (Figure 5).




The Experience of Fear

People fear harm. The harm may be physical or psychological, or both.
The physical harm may vary from something minor, such as a vaccination
puncture, to actual life-endangering injuries. Psychological harm can also
vary from minor insults or disappointments to extreme assaults on one's well-
being, rejection of one’s love, attacks on one’s worth. The psychological harm
may involve damage (to self-esteem, confidence, sense of security), or loss
of love, friendship, possessions, etc. Harm may involve both physical pain
and psychological suffering; for example, a teenager being beaten up by a
rival in view of his girlfriend may be both physically and psychologically
bruised.

Survival depends on learning to avoid or escape from situations that
cause severe pain and the likelihood of physical injury. You learn to antici-
pate danger early. You evaluate what is occurring, alert to the possibility of
harm. Very often you feel fear in advance of harm. You fear both real and
imagined threats of harm. You fear any event, person, animal, thing, or idea
that appears dangerous. If you are told that next week you are going to have
to undergo a series of extremely painful rabies injections, you are likely to
feel fear well before the pain from the first needle. If you see the boss storm
in to work, obviously angry at something and ready to explode, you may well
become afraid before his attention turns to you. The fear of danger, the an-
ticipation of even physical pain, can often be more miserable than the pain
itself. Often, of course, the fear of danger mobilizes efforts to avoid or dimin-
ish the impending harm.

Fear is so often experienced in advance of harm—you are so successful
in spotting danger before pain hits—that it is possible to forget that you can
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62 fear

In Figure 21 there is more of a dumbfounded element to Patricia’s fear
because of the surprise mouth. Compare Patricia’s expression in Figure 21
with her expression in 19C. The brows and eyes are the same, but replacing
the neutral mouth (Figure 19C) with a surprise mouth (Figure 21) adds an
element of fear and changes the apprehensive fear of Figure 19C to a greater
but more incredulous fear,

John's cxpression in Figure 21 shows the last way in which fear and
surprise can be blended. In this instance John shows fear only in the eyes
Just the tightening of the lower eyelid changes his expression from surprise
to fearful surprise. Compare John's expression in Figure 21 with his expres-
sion in Figure 11, in order to see the difference between this fear-surprise
blend and the straight surprise expression.

Review

Figure 22 shows two full-face fear expressions. Note each of the distinc-
tive clues to fear,




—The brows are raised and drawn together.

—The wrinkles in the forehead are in the center, not across the entire
forchead.

—The upper eyelid is raised, exposing sclera, and the lower eyehd is
tensed and drawn up.

—The mouth is open and the lips are either tensed slightly and drawn
back or stretched and drawn back.

making foces

. Put the C pieces over the faces in Figure 22. What is the expression?
You have seen John's expression before in Figure 13, and Patricia’s is
the same, if a little more subtle. Worry, slight apprehension, controlled
fear are the possible messages.

. Put B over the faces in Figure 22, The expression? Patricia’s expression
means worry or apprehension (Figure 16B). John's expression may have
this meaning, or it may be controlled fear, or if it flashes on and off very
quickly, it may be an emblematic fear expression (Figure 17).

. Put both A and D on the faces in Figure 22. This is a facial expression
you weren't shown before but which was discussed on page 52. It has
the fear eyes, which might be shown momentarily in a highly controlled
fear, or a very slight fear.

. Take off A. The expression is the same as in the left side of Figure 19—
apprehensive fear.

. Remove I and replace A. This is the expression shown on the right side
of Figure 19; it is the more horrified, frozen fear. By interchanging A
and D you can best see how the meaning of the expression changes.

flashing faces

Another way to practice what you have learned is to flash some of the
photographs before your eyes and try to identify the correct emotion. You
can do this, using selected figures from the preceding chapters. The proce-
dure is somewhat complex—but most people find it a useful step to actually
become able to spot these facial expressions in real life.

You will need:

1. A partner; your partner will select photos and flash them for you.

2. An L-shaped cardboard mask; your partner will need to cover up
other photos that may be on the same page so you will see only the
face being flashed.

3. A list of the faces to be flashed and a presentation order; the basic
list is given below but your partner will need to re-order this list so
you won't know which photo is coming next—and, of course, it's
important to know the order of presentation so you can compare
your answers later.




76 disgust

Most often, disgust blends with anger. This will be shown in the next
chapter. Disgust-happiness and disgust-sadness blends will be shown in the
chapters that explain those emotions.

Review

Disgust is shown primarily in the lower face and in the lower eyelid
(Figure 30).

—The upper lip is raised.

—The lower lip is also raised and pushed up to the upper lip, or is
lowered and slightly protruding.

—The nose is wrinkled.

—The cheeks are raised.

—Lines show below the lower lid, and the lid is pushed up but not tense.
—The brow is lowered, lowering the upper lid.

Figure 30




The Experience of Anger

Anger is probably the most dangerous emotion. When angry, you are
most likely to hurt others purposefully. If you know that someone is angry,
if you comprehend what made him angry, then his attack is understandable
even if you condemn his failure to control himself. It is the person who

attacks without known provocation—who doesn’t seem to have been angry——
whom you judge as bizarre or crazy, Part of the experience of anger is the risk
of losing control. When a person says he was angry, that often secms to
explain why he did something he now regrets. “I know I shouldn’t have said
that to him (hit him), but I was furious; I lost my head.” Children are spe-
cifically taught not to attack their parents or other adults physically when
they are angry. They may even be taught to control any visible sign of anger,
Boys and girls are usually trained differently about anger, girls being taught
not to show anger toward anyone, while boys are encouraged to express
anger toward their peers if provoked. Adults are known by how they manage
the feeling of anger—"slow-burner,” “short-fused,” “explosive,” *“hothead,”
“cool,” etc.

Anger can be aroused in a number of different ways. Frustration result-
ing from interference with your activity or the pursuit of your goals is onc
route. The frustration may be specific to a task you are engaged in or more
generally to a path or direction in your life. Your anger will be more likely
and more intense if you believe that the agent of the interference acted ar-
bitrarily, unfairly, or spitefully. If a person wants to frustrate you, or frustrates
you simply because he fails to consider how his actions might affect your
activity, you are more likely to be angry than if you think he has no choice.
The frustrating obstacle need not be a person. You can become angry at an
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Figure 40

to cope with the situation. Figure 41 shows two such anger-fear blends. In
41B and 41C fear is shown in the mouth and anger in the brows and eyes.
Again note that the anger part of the blend message is not dominant, but
quite weak compared with the fear message. In fact, these two facial expres-
sions, 41B and 41C could occur when there was no anger at all, but instead
perplexed fear, or fear in which the person was concentrating. Patricia’s ¢x-
pression in 41A has been included because it shows a combination of anger
and fear elements (fear brows and eyes and anger mouth). but it is one which
we doubt is an actual blend. It is more likely that this combination would
occur if Patricia were afraid and attempting to keep from screaming, pressing
her lips together in an attempt to control her fear.

Anger can also blend with happiness (Chapter 8) and with sadness
(Chapter 9).

Review
Anger is manifested in each of the three facial areas (Figure 42).

—The brows are lowered and drawn together.
—Vertical lines appear between the brows.
—The lower lid is tensed and may or may not be raised.
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Figure 42

—The upper lid is tense and may or may not be lowered by the action
of the brow.

—The eyes have a hard stare and may have a bulging appearance.
—The lips are in either of two basic positions: pressed firmly together,
with the corners straight or down; or open, tensed in a squarish shape
as if shouting.

—The nostrils may be dilated, but this is not essential to the anger
facial expression and may also occur in sadness,

—There is ambiguity unless anger is registered in all three facial areas.

making faces

In these exercises you will be able to make the angry faces become

ambiguous.

1.

Put the A piece over cach of the faces in Figure 42. You have made
the same face as in Figure 35, which could be anger or any of the other
meanings discussed.

. Put B over each of the faces in Figure 42. You have created an ex-
pression that wasn’t shown before, in which anger is registered in just
the mouth. This could be controlled anger or slight anger; or it could
be muscular exertion, concentration, shouting to someone, or speech.
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happiness

The Experience of Happliness

Happiness is the emotion most people want to experience. You like
being happy. It feels good. You choose situations, if you can, in which vou
will experience happiness. You may organize your life in order to increase
your happy expericnces. Happiness is a positive emotion. By comparison
fear, anger, disgust, and sadness are negative emotions, and most people do
not enjoy them. Surprise is neither positive nor negative. In order to under-
stand the experience of happiness, we need to distinguish it from two closely
related states which often occur with happiness—pleasure and excitement.

Although our language assigns almost synonymous meanings to the
words pleasure, happiness, and enjoyment, here we want to restrict the térm
pleasure to refer solely to positive physical sensations. This pleasure is the
opposite of the physical sensation of pain. Pain hurts, while pleasure is in-
trinsically good or rewarding in the way it fecls. You value, appreciate, and
prefer pleasurable sensations. We do not know all the ways that pleasure
sensations can be evoked. Certainly tactile stimulation and taste can bring
on pleasurable sensations, and so can some sounds and sights. Usually you
feel happy when vyou experience pleasurable sensations, unless you have
been punished for having such sensations and feel guilty about them or about
your way of obtaining pleasure. Often you feel happy in anticipation of an
event which you know will cause pleasurable sensations, or happy, in a con-
tented way, afterward. But you do not need to experience pleasurable sensa-
tions to be happy. There are other routes to happiness which don’t invelve
pleasurable sensations.

Excitement is considered by the psychologist Silvan Tomking to be a
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Figure 50

Review
Happiness is shown in the lower face and lower eyelids (Figure 50),

—Corners of lips are drawn back and up.

—The mouth may or may not be parted, with teeth exposed or not.
—A wrinkle (the naso-labial fold) runs down from the nosc to the
outer edge beyond the lip corners.

—The cheeks are raised.

—The lower eyelid shows wrinkles below it, and may be raised but not
tense.

—Crow's-feet wrinkles go outward from the outer corners of the eyes
(covered by hair in Figure 50).

making foces

Because the movements around the mouth and cheeks also change the
appearance of the lower eyelids, and becausc there is no distinctive brow/
forehcad movement in happiness, you cannot make most of the faces shown
in this chapter. You can, however, make a few faces that will demonstrate
these points to you,
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sadness

The Experience of Sadness

In sadness your suffering is muted. You do not cry aloud but more
silently endure your distress. Anything can make you sad, but most often you
are sad about losses. Loss through death or rejection by a loved one. Loss of
an opportunity or reward through your own mistaken effort, or circumstance,
or another’s disregard. Loss of your health, or of some part of your body
through illness or accident. Sadness is rarely a brief feeling. You are usually
sad for at least minutes and more typically for hours or even days.

Sadness is a passive, not an active feeling. Darwin wrote of sad persons
that

they no longer wish for action, but remain motionless and passive, or
may occasionally rock themselves to and fro. The circulation becomes
languid; the face pale; the muscles flaccid; the eyelids droop; the head
hangs on the contracted chest; the lips, cheeks and lower jaw all sink
downward from their own weight. (1965, p. 176) *

You suffer in sadness. It is not the suffering of physical pain; it is the
suffering of loss, disappointment, or hopelessness. The suffering in sadness
can be extreme, but in its extremity it is more tolerable than the suffering of
fear. You can endure sadness for longer periods of time and survive.

Sadness is a variation or form of distress, which is the most general
negative emotion. Distress is most casily and often aroused by physical pain.

1 From C. Darwin, The expression of the emotions in man and animals. Chicago: Uni-
versity of Chicago Press, 1965. Reproduced by permission of the Publisher.
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sadness 125

(56B) for comparison. This facial expression might occur, for example,
if Patricia had just approached a reckless driver who had run over her
dog. Saddened at the death of her pet, angry at the driver for his careless-
ness, she might blend the two feelings in this expression. Or Patricia might have
been scolded by her mother. Feeling both saddened by the temporary loss of
love and angry at her mother, she might blend the two in a sulky anger, or pout.
In Figure 57C John shows another blend of sadness (brows/eyes) with anger
(mouth), and also full anger (57A) and sadness (57B) expressions for com-
parison. This sadness-anger blend is most likely the result of attempting to mask
or at Jeast control the sad expression with the anger mouth. Or it could be a
saddened but determined expression. However, John's masking attempt would
not be very convincing; he is quite literally keeping a “stiff upper lip."”

Figure 58 shows two examples of sadness (brows/forehead and eyes/
upper eyelids) and disgust (mouth and lower eyelids), Viewing a battlefield,
John might feel sad about the loss of life and disgusted with mankind for
such slaughter.

Figure 59 shows blends of sadness (brows/forchead) with happiness

Figure 58




Figure 59

(mouth); in Patricia’s expression the eyelids are sad, in John's the upper
cyelids are sad while the lower eyelids are happy. These expressions could
occur with nostalgic, bittersweet experiences, or when the happy expression
is being used as a mask—"laughing on the outside, crying on the inside,
because I'm still in love with you.” Or when someone says “cheer up, it's
not so bad; let’s see a smile.”

Review

Figure 60 shows two full sadness expressions. Note each of the dis-
tinctive clues to sadness.

—The inner corners of the eyebrows are drawn up.

—The skin below the eyebrow is triangulated, with the inner corner up.
—The upper eyelid inner corner is raised.

~—The corners of the lips are down or the lip is trembling.

making faces
. Take facial piece C and place it over the faces in Figure 60. What does

does it look like? It should look slightly sad, because you have made
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Figure 60

the cxpression in which sadness is shown only in the brow, as in Figure
S1. Note that there is one difference; you are not able to get the sadness
upper eyelid to cover the top of the neutral eye as it would appear in
sadness (shown in Figure 51). Nevertheless, it still looks sad.

. Take piece B and put it over the pictures in Figure 60. Now Patricia
shows what might be a pout (sce Figure 53), but it is a little ambiguous.
And John's look is also ambiguous, maybe with the slightest trace of
beginning sadness.

. Take piece D and put it over the pictures in Figure 60. They both look
pretty sad, but not as sad as when the mouth is involved. Remove
piece D and quickly put it back, so you can sec the change.

. To see a gradation of intensity in sadness, in rapid succession put piece
B over the pictures in Figure 60 (slightest sadness), remove B and put
piece D over the pictures in Figure 60 (more sadness), and then un-
cover the pictures in Figure 60 (more sadness).

flashing faces

Check the instructions for Flashing Faces on pages 63-64. Now you can
add happy and sad faces, and blends of happiness and sadness with anger,
disgust, fear and surprise. First practice the happy, sad faces and blends of
these two emotions, When you have them perfect, add the anger, disgust,
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