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THE STUDY

This is a report of the first international study of feature fihn
content, conducted by analysts of_six countries. Such a cooperative study was
first proposed by Professors Georges Friedmann and Edgar Morin at the.Inter-
national Sociological Association conference in Moscow in 1958, The methodology
and instrumentation were developed under their diréction the following year at
the Centre d'Etudes des Communications de Masse, Ecole Pratique des Haﬁtes
Etudes, in Paris. The procedures were.discussed and revised through a series
of conferences attended by the study directors of the participating national
teams. The analyses were conducted between 1960 and 1963, The final meetings
aﬁong analysts dealing with some additions to the study, treatment of data,
and interpretations of results took place im Sestri Levante, Italy, in Juﬁg 1962,
aﬁd in Evian, France, in August 1966.

Each national team was respoﬁsible fo; (1) recruiting and training its
own analysts along lines laid down at the international meetings, (2) conducting
its own study,_an& (35 sharing the results With all other teams, This report
is based on data received by the U.S. team and processed 6n the IBM 7090 éomputero

The manual used in the analysis was a 115-page document containing 73
questions about each film and 134 questions about each principal character
("film hero™)., A report of the findings must necesSarily be selective. Relevance
to dimensions considered significant, internal consisteﬁcy, and comparability
across countries were the major bases for seleéting findings to be reported here.
.Although the purpose of this report is to present the international data with a
minimum of interpretation from other sources, and thus to permit a variety of
interpretation by the other teams, the repoft in its présént form has not been
reviewed by the'intérnatibnaI”éﬁlfébdrators’;ﬁd must be considered as representing

the views of the U,S. investigators.



The project was made possible through the sponsorship and grant
supﬁort of UNESCO, the International Sociological Association, and the National
Science Foundation. The active participation and sustained interest of the
.national teams of analysts was, of course instrumental to its completion. 1In
addition to the initiators, credit for directing the analyses reporfed here goes
to'Professbr Cléude Bremond (France), Professor Tulio Seppilli (Italy), Professor
Bajic Baja'(fugoslavia), Professor Kazimierz Zygulski (Poland), Professors Ludvik
Svoboda and Jaromir Kucera (Czechoslovakia), and their associates. The Institute
of Communications Research, Univeréity of Illinois, and The Annenberg School of
Communications, University'of Pénnsylvania; provided space, facilities, and
institutional support. Mrs. Marjorie Collens and Dr. Wendell Shackelford gavé
able assistance in conducting the U.8. analysis and in processing.the international
data, A large group of analysts'and assistants contributed to the study.

The dévelopment of smooth ¢ooperation and cordial relationships among
communications researchers East and West was one outcome of this project. That

alone has made the study worthwhile.

Assumptions

There is probasly no area_of social theory and policy which is so widely
debated and in which so few decide S0 much for so many with so little systematic
and reliable knowledge about the actual state of affairs as the sphere of cultural
production.

Selective tastes and habits of participation limit each of us to risky
and often faulty extrapolation about the cultural experience of communities.
Fragmentary exposure to cultural "imports' may further distort raf?er than enhance
- the-development of a comparative perspective. Market studies and audience surveys -
provi&e little or no insight into the images of life represeﬁted in the wvicariously .
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experienced "worlds" of mass-produced cultures. 4nd, finally, even the most
perceptive and sophisticated critical judgments based on individual views of
selected works, useful as they are for many purposes, cannbt encompass systems
of messages inherent in large aggregates representing the general flow of
cultural production. |

Informed theory-building, policy—making,-and the interpretation of
many types of social response require general and comparative indicators of
the prevailing climate of thé man-made symbolic environment. Such indicators
are représentative abstractions from fhé collectiﬁely experienced total texture
of messages, releﬁant.to certain invéStigative purposgé. Their development
requires (1) =2 géneralized scheme applicable to the invesfigation of the broadest
terms of common culfivation in different cultural communities, and (25Umaking
these terms salient to elements of existence représented in public mess;;é'systems.
Philosophers, historians, anthrOpologists and others have, of éourse, adaressed
themselﬁes to such problems before, .But the rise of the institutionalié;d and
corporately managed cultivation of collective ﬁonsciousness by mass med;QKhas
given a new urgency énd significance to the ingquiry.

The.term "eultivation" is used to indicate thét the priméry concern of
this study was not with any kind of direét communication "effects" but with the
collective contéxt within which,.and_inrre5ponse to which, selections and
inﬁerpretations of messages take place. In thaf sense, a message {(or méssage
system) cultivates consciousness of the terms required for its meaningful pefception.
Whether I like it or not, or‘agree or disagree, is another proBlem.. First I must
attend to and grasp what it is.about. Just how that occurs, how items of infor-
mation are intégrated into giveh frameworks of cognition, is also another problem.
Our interest here centers .on. the fact that any attention and undefstanding,cultivates
the terms upon which it is achieved, And tb the considerablé extent to which

these terms are common to large groups, the cultivation of shared terms provides

the basis for interaction among people otherwise isolated from each other.



The terms of broadest pub;ic interaction are those available in the
most widely shared message systems of a culture. Increasingly these are mass-
produced message systems, That is why mass media have been called thé "agenda-
setteré" of modern society. They determine what publics will attend to which
issue; and aspects of life, and in what shared cultural perspectiﬁes and éommon
contexts.

The ferms "cqmmoﬁ," "shared,” "public" or "collective" culfivatioﬁ do not
necessari}y'mean consensus. On the contrary, the public recognition of sub;
cultural, class, generational, aﬁd ideological differenées and even cbnflicts among
scattered groups of people require some common awareness and ;ultivation of the
issues, styles, and points of divergence that make public contention and contest
poséible. |

But the "cultural revolution" is not only a Chinese slogan, It is also a
fact of social 1life whenever a partiCular.political—industrial.order permeates
.the sﬁhere of public message production, A change in the social bases and economic
goals of message mass-production leads, sooner or later, to a transformation of
the common symboliﬁ environment that gives public meaning and sense of relevance
and significance to human activity.

This study was, therefofe, concerned with ﬁhe overall patterms and
boun&ary conditions ﬁithin which the processes of individual cognition, message
utilization, and social interaction occur in different societiess The approach
was directed toward answering some generél'quesfions'abdut the broadést terms of
collective concept-formation given in films as a part of mass;produced public
message systems: What perspectives and whap choices do they make available to
different national comrunities? With what kind; and proportions of properties. _
and qualities are these choices weiéhted? What are some underlying structures in -

these message systems that are not apparent in their separate component units?



What distinguishes_the analysis of public, mass-mediated messagé
systems as a social scientific enterprise from other types of observation,
commentary, or criticism is the attempt to deal comprehensively, systematically,
and generally réther than specifically and selectively or ad hoc with problems
of collective culﬁural life, This approach makes no prior assumptions about
such cdnventionally demarcated functions as "information" and "entertainment,"
or "high culture" and '"low culture." .Style of expression, ﬁuality of representation,
ar;iétic excellence, or the quality of individual experience associated with
selective exposure to and participation in mass-cultural activity are not con-
sidered critical variables for this purpose.  Informative or entertaining,
" or both; good, bad, or indifferent by any standard of quality"thesé are selective
judgmentg'applied to messages quite independently from the social.funcfions they “
pérform in dultivating certain assumptions about life. Conventional and formal
judgments applied to selected communicétions may be irrelevant to the é?esentation
~and ordering of what ég,.what is important, and what is ;ighg in the cégtext of
mass-produced message-systems addressed to whole communities. i

There is; however, an importantrdifference between the ways hfiction"
and "non-fiction" deal with life. Reportage, exposition, explanation, argument -~
whether based on fact, fancy, opinion, or all of these -~ ordinarily deal.with
specific- aspects of life or thought extracted from to;allsituatiqns._ What gives
shape, chus, and purpose to the "non-fictional" mode of presentation is that
it is analytical;'it implicitly.o;ganizes the universe into classes of subjects
and topics, and it devotes primar& attention to one or more of these squects and
topics,

The usual purpose of fictiomal and dramatic modes of presentation is
to-present situations rather than fragments -of knowledge;“'Tﬁe“focuS'is on
people in action; subjects and topics enter as they become significant to the

situations,



.From the point of view of the éﬁalysis of elementé of existence,
vélues,,and relationships inherent in large message systems, fiction and drama_
thus offerkspecial 6pportunities° .Here an aépect of life, an area of knowledge,

a set of roles, characteristics, values, and themes appear imaginatively re-created
iﬁ.their significanﬁ associafions.ﬁith total human situétions; Tﬁe.requirements
that make specific subjects secondary to telling a 'good story" make the selection
and-treatmeﬁt of those subjects reveal the fabric of assumptions underlying tﬁe
ﬁtorj~telling process, .

The purpose of the analysis, unlike that of critical commentary based
on respect for the integrity of selected worké, is to extract systems of |
assumptions and propositions characteristic of the imaginary "worlds" of all
stories. In exchange for the dramatic richness of individual.works:of art,
we gain insight in£0 the system of "raw materials" and representational elements
of which they are ail compoéed. The study of a system as gystem reveals features,
processes, and relationships expressed in the whole, but not necessarily in its
parts.

The systems pf assumptions and propositions found in this study derive
from films produced.in a limited period of time iﬁ six countries collaborating
in the project. The selection.of the films was governed by year of production
| or exhibition regardless of quality or popularity. So, again.unlike most literary
or draﬁatic ériticism or personél participa;icn and judgmeht, this analysis
focuses on the record of institutional behavior in the cultural field., It
examinés the dynamics of message~-production charactefistic of social systems,
and the process of image-cultivation in a community rather than in selective

individual experience and response.



Limitations

| Limited as it was to motion pictures, and to productions representing
one or two years of feature film output in each country, the study leaves
several important questions tq.further investigation to explore. OQe is whether
verbally exprésséd_prOpoéitions can represent cgltufal assumptions imbedded in
pictorial imagery. This ié a‘basic problem of the "translatability" of codes |
and modes of coﬁmunications, or of the extent to which, and the ways in which, the
medium is the megsage.

The purpose.of this study was not to investigate the different and
possibly unique characteristics.of different medié. It was, rather, to compare
how one mediﬁm'presaﬁts'elements'of existeﬁcé in different societies, and to
discover what these composite "worlds™ reveal about various aspects of lite.

Until convincing evidence demonstrates that there is no verbal equivaleﬁﬁhfor
what visual imagery has to say about other things (and we wonder just how such
evidence can be explicated), we shall rest on the assumption that while sénsory
media differences may have profound effects, these do not necessarily alter their
referential qualities or the basic propositions they present about other things
represented in them.

Another question which only further comparative study can answer
is whether films present gemeral cultural propositions or only those of film
but not neceésarily of other media, A more directly relevant and alsc unresolved
question is whether the analysis of one or two years of film output is primarily
a "benchmark" against which trends in subject-métter and changes in style might
be measured, or whether it reveals deeper structures underlying swift currents of
cﬁltural change. Our assumption was that the ggqﬁfﬁ}_qompqgi;iogmapﬂVgt:quu;e of
;ié;eﬁts of existence represented in these message systems are related more to
social structure énd media organization than to trends in technique or fashions in

style, while some specific features, such as subject matter and role distributions,
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reflect more current cultural tendencies within the same institutional contexts.

Again, further and broader comparative studies are needed to resolve these

questions.

This was an initial exploratory step toward the construction of
general and cbmparative cultural indicators, subject to many exigencies

and limitations, some of which are noted in the next section and elsewhere in

this report,

Procedures and the samples

Tfained native analysts of'the U.8,.,, France, Italy, Yugoslavia,
Poland, and Czechoslovakia, working uqder the direction of a social scientist
in each country, selected a total of 341 full~length feature motion pictures and.
667 ﬁrincipal characters for detailed analysis. All analysts followed the same
instruments and coding procedure.

The agreement of two or more analysts'(usually(at least two out of threej
was necessary for the coding. On scale items mean responses of two or more
analysts were recorded, After the initial training period and a few practice
codings, most of the items included in the analysis lent themselves to  unambiguous
interpretation and unanimous replies among members of each féam.

A weakness of the study was the lack of opportunity for all teams
(other than team directors) to test inter-coder (i,e. inter-team) reliability.

The U.S, team undertook to secure independent analyses of several films in each
country and.thus to catch and correct any major differences in interpretation
and coding among the teams. This procedure led both to the elimination of items
that appeared to be subject to different interpretations, and to increased
confidence in the remaining results. Nevertheless, levels and standards of
recognition and coding may differ on types.of items that permit more than one
response or ¢all for judgments of personality or motivation. On these types of

items, each team, acting as its own control, establishes. a national norm;
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relative deviations from that norm may be considered more reliable and comparable
across countries than absolute differénces.

The films selected for analysis (see Appendix Table 1) were to represent
at least one year'é production of full-length theatrical motion pictures in each
country. Limitations on time and resources and the large nuﬁber of films produced
made it necessary to limit the U.S. and Italian film sampies to less than the
total production.

Thé United States sample consisted of the first one hundred films
'.exhibited in Champaign-Urbana, Illinois, after January 1, 1963. About-two-thirds
of these films were produced in 1962, and the rest in 1963. The one hundred films
amounted to 74 percent of the average annual production for the yéaré 1960-63,

The Italian sample of 60 films represented a random selectién of half
of all Italian films produced in 1960. The French sample of 80 films;iontained
- all that were available, or 98 percent of French full-length feature films
produced in 1960. The Polish sample of 44 films also contained all ;hése
available for analysis, or 96% of the entire Polish film production féé both
1960 and 1961, almost evenly distributed between the two yéars. Czechoslovakia's
‘33 films and Yugoslavia's 21 films represented all full;length feature films
produced in those countries in 1960, Co-productions (about one-fifth of the
7French.and Italian samples) were classified according to the nationality of the
director,

A little over half of the U.S. films, and &4 out of 16 Italian films,
but less than one out of 10 films of the other countries, were prodﬁced in wide
screen and color. More than half of the U.S,., French, and Polish films wére
based on existing novels or play;. Original screen plays were most frequent in
_Italy, Yugoslavia, and.Czechoslouakiaw(in,that-order),-numberingﬂnofefthan~three-

fourths of the films produced in each of those countries,

ré
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Age restrictions and other audience recommendations came from the
monthly survey published by The Film Estimate Board of National Organizations
in the United States, and from published legal classifications in the other
countries. These audience recommendations classified: 11 percent 5f Polish
filmé, and 18 percent of American £ilms "open to all, including children."

Most of the filmé of the other countries were declared suitable for all. Poland and
the United States led in the proportion of fiims restricted to "mature' viewers;
nearly 57 percent of.Polish films and 50 percent of American films were so
classified. Only 24 percent of Czech films, and 16 percent of French films,

and a negligible proportion of the films of other countries were restricted to
"mature" or adult viewers.

The Catholic Church rating of motion pictures, obtained for the United =
States and Western Europe, judged nearly one-third of American films "open to
all" or ”moraily unobjectionable.”" Less than 3 percent of French and 7 percent
of Italian films escaped some age restri;tioné Qr moral objections By their
own church organizatidns.

The Legion of Decency restricted 45 percent of American films to
adolescents and adults, and also objected.qn moral gfounds to anotﬁer 16 percent
of American films, The French church organization restricted 35 pefcent, and
also objected to or condemned another 57 percent, The Italian church restricted
28 percent;and objected to or condemned another 33 perceng of Italian films.
Totally "eondemned" or "forbidden" were 23 percent of French, 15 percent of.
Italian, and a negligible 1 percent of American films.

The actual box office success of U.S, films analyzed was measured by

theatre magagers' reports of estimated gross earnings published in the trade

~ journal Boxoffice, These ratings assigned "high" success to 14 American films

"average" success to 67 films, and little or no success to 19 films,
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A quality rating of the U.S. film sample was obtained by classifying
critics’ judgments also reported in Boxoffice., Highest quality ratings were
given to 10 films, average quality ratings to 63 films, and poor quality ratings
to 25 films. it is interesting to note that 5 top money makers and 7 financial
féilures were rated to be of average quality by the critics,

| .French filmmakers' measure of success, length of run in Paris cinemas,
gssignéd 20 percent of the French films analyzed to the top of the fhree-way
distribution. "Important success in urban theatres' was reported for 48 percent
- of Yugoslav, 16 percent of Polish, and 30 percent of Czechoslovak films.
Prizes or festival awards were given to.ll peféent 6f Yugoslav, 10
percent of Poligh, and 21 percent of bzechoslovak films., No awafas were |
reported for the other countries, and no information was feceived about'éhe
success of Italian films.

These are some general features of the 341 films in whiéh the 867
"£ilm heroes" analyzed acted out their roles, The largest "hero" populaéion was
" that of U,8. films with 207, aﬁd thé smallest was that of Yugoslav filmsuﬁith 41
(see Appendix Table 4). |

Much discussion on who is a "hero" was settled by the decision to
_analyze_only thg'leading character or characters in each £ilm who played the
ﬁost important, individualized, and clearly differentiated'roles. Although all
of them reteived top billings in the films, analysts fepofted that 75 éercent of
the Freﬁch; 67 percent of the Czechoslovak, 63 percent of the Italian, 57 percent
of #he Yugoslav, 41 percent of the Polish, and 40 percent of the U.S. "heroes"
analyzed were played by "famous stars" in the respective countries.

The criteria of leading role and sufficiently riéh characterization

to yield answers to most of the questions led to the selection “of populations of- -
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"heroes" that themselves reflected the dramatic structure of films and were,

therefore, outcomes rather than independent determining conditions of the

analysis.

To remove henceforth the quotation marks from "hero" we should note
that the word is used simply to stand for principal character, whether heroic

or villainous or neither, and whether male or female, except where specifically

differentiated,

Organization of the report

All tabular information is in the Appendix. The text of the report
describes the highlights of the "worlds" of fiims and the film hero, and goes
into greater detail on aspects most relevant-to the theoretical, social, and
comparative purposes of the investigation. A series of Figures attempt to
depict gréphically the more important or interesting findings and comparisons.

There are few references to individual plots and characters, The task
of enlivening the report with representative illustrations of themes, episcdes,
and characterizations dfawn from individual films still remains to be done.

The report beginsg with.the temporal, spatial, and social settings
and goes on to describe the fate, fortunes, and some demographic characteristics.
of the heroes of film. A limited analysis of composite personality structures, and

a fuller &epiction of value hierarchies motivating groups of film heroes follows.

C ] _
The final section groups relevant findings around selected themes that further

illuminate the sense of life cultivated in the different "worlds" of film,
The text and its Figures are based mostly on material also presented
in tabular form in the Appendix but not necessarily in the same order or grouping.

Appendix Tables 1-3 deal with the films and 4 to 8 with the heroes in general,

Tables 9-18 present the findings of the personality analysis. and 19-51 of the
value analysis in national and other groupings. Tables 51-60 present information

about selected themes. The Appendix Figures depict personality profiles that
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supplement those illustrating the text, These data are presented for reference
and for the convenience of those who wish to add to the analysis or interpret

the findings in their own'ways.

4 e d
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THE WORLDS OF FILM

The fabric bf collective maés-produced imagery is woven by many
ﬁands from many yarns. .But the "raw materials".that go into these yarns
derive from and reflect cultures and social structures, Certain universal
eleménts of existence, such as time, place, and milieu, and some characteristics
of story-telling, such as plot, style, and outcome, provide the historical and
physical setting énd the social and fictional “climate" in which the heroes of
film come to life, These also cultivate certain assumptions in public imaginatiomn

about what is likely to take place when, where, and how.

Past, present, and future

The major action of most films takes place in thé "present," But
such glimpses of the past and visions of the future as differeﬁt countries
present in their films appear to reflect natiomal perspectives and world market
conditions.

| Figures 1 and 2 compare the films' time of action by countries and by

historical periods., Films set in the decades after World War II dominated the

FIGURES 1 AND 2 ABOUT HERE

screen time of all countries, Action contemporary with the time of production
(the "present") was the rule in more than half of the films of every country
except Yug?slavia. Yugoslav films depicted the largest number of war and
pbstwar thémes, and Italian films devoted.the 1argest share of attention to
the distant past. |

The ancient world (up to about 400 A.D.) proviéed the setting for
3 percent of American films, 18 percent of Italian filﬁs, and none of the others.
mthe nextuﬁifteenmcenturiesmwetemrepresentedﬁbyJSWpercent_ofmAmericannfilmsm;ww”ﬂ‘
'(mostly 18th Century and post-Civil War), & percent of Frencﬂ films, 17 percent

of Ttalian films (almost all set in the Middle Ages), 5 percent of Yugoslav films,
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9 percent of Polish films, and 3 percent of Czechoslovak films,
Italian films (some backed by American money for an international
market) reached back to resurrect the legendary past. One out of every three

Italian films played in ancient lands, at times of mythological or biblical

antiquity, or in the middle.ages; These are times of fabulous "epics'" in which
gladiators fight tyranﬁs (and each other); ghosts bf ancestors come back torhaunt
their descendénts; lﬁve affairs of kings 2nq gods direct ﬁhe course of empires;
the rape of the Sébiné women, the Coloééus of Rhodes, tﬁerrevolt of the Venetian
meréenaries, the depredations of pirétes and brigands, and the deeds of a Goliath,
Hercules; or Ulysses animate the ﬁide and czlorful screen,

: a :

.Only one in eﬁery ten American/P:iish films, and even fewer of the 6thers,
dealt with stofies reaching back to the distant past. History in U;S.‘Eilms began
with "super colossal" Cleopatra, the spear-and-sandal epic of Damon and, Pythias,
sagés of Spartans, Vikings, Cossacks,.énd English royalty. It jumped to pirates
and'mutinies on the high seas of.an imperial era; and then to indians, cowboys,
and gunfighters back from the Civil War.

A Polish "speétacular“ dealt with the defeat of the Knights of the
Teutonic Order (disguised as missionaries!) at the hands of the allied Polish,
Lithuanian, Russian and Céech forces. Another.film told a macabre story of
obsessibn, forbidden love, and murder at a rural convent in East Poland in the
18th cegtgry. A whimsical tale on fhe adversities of tfavel compared fhe |
édventure§;o£ éwo merchants bound for Cracow a hundred years ago and today.

' .Freﬁch historical.films ﬁortrayed the swaﬁhbuckling esdapades and
intrigues at the courts of Louis XIII, Hénry I1I, and.Henry IV. A Czech drama

related the story of young workers inspired by the Paris commune -to organize a

desperate strike in the midst of a cholera epidemic in Prague. .

As we come to the period within living memory, the selection of time
and historicalrassdciation becomes even more sensitively attuned to current

perspectives. World War I, the twenties, and the thirties each provided the
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setting for about 5 percenf of American films; together they appeared on the
American screen more often than World War II and its aftermath. In European-
films, the relationships were reversed, Woild_War I backgrdunds and themes
were fewer in Euroéean films than in American. But the shattering decade of
World War Ii, liberation, and reconstruction far outnumbered the firét forty
years of this century as the seﬁting of Eurﬁpean films.

The complexion of the pértrayals also tended to be different. . The
"roaring twenties,' small town nostalgia, and big city crime we?e characteristic
of pre-ﬁorld War II American films. The Eﬁropgaﬁ films that did go back to the
prewar era dwelled mofe on provincial boredom.and bigotry, urban depression
and strife, and the climate of constricted lives, thwarted aspirations, and
political repression.

U.S8. films déaling witﬁ World War II and postwar themes occupied
not only a smaller share of total screen time than in the other countries, but,
uniike thdse of Europe, tended to feature personal adventure; comedy, and
newsreel-type specfacle. ihe larger proportion of Pacific settings enhanced
the exotic flavor of wartime portrayals.

The_frequen;y and complexion of wartime and postwar European films
appeare& to be related to each country's own efforts to liberate the nation_
7 and to set it on a new éourse, as seeﬁ from the wvantage point of the late fifties.
OQut of cbm@oﬁ ingredients ~- the social content of the war,.national trauma,
the experieﬁce of invasion, occupation, collaboration and_resisténce,-and'the
circumstances of liberation énd reéonstruction.--.each-fiim industry composed
its own.ﬁerspective to fit current mood and pﬁrpose. The most successfﬁi.fesistance
and liberation movement, that of Yugosiavia, iﬁspired the largest number of
screen time., Poland was second with a combinéd war-postwaf percentage of 39

percent., Although at thé time of the study Italian neo-realism had passed its
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peak, the postwar years thaﬁ had inspired that movement still provided the time
setting for 17 percent of Ttalian films,ra share of attention exceeded only
by Yugoslavia.

France led with the highest percentége of contemporarj settings. ‘.8,
films folldwed, including some 5 percent portraying the Korean war, returning
soldiers, and various "cold war” theﬁes; Visions of the future appeared in no

more than 3 percent of the films of any country.

National and social setting

U.S. films depict global interests and cosmopolitan characters on an

Americanized canvas., (See Figure 3.) Nearly half portrayed major action abroad,

FIGURE 3 ABCUT HERE

Nearly one out of every three principal characters was either a foreigner Sf an
American abroad. Sixfeen percent spoke broken English or.with an a_ccent.~
Those that did repreéent American minoritiés, héwever, did not exhibit an§
ethnic or religious culture other than "American.'" T

Only Italian films comﬁared to those of the U,S, in the frequency of
non-national locales and.characters. Many of these Italian films, however,
depicted ancient sites and legendary figures that pre-date the existence of
national states.

Festern films generally lead thpse of Fastern Europe in global scope
and international flavor. The multi-national states of Eastern Europe, especially
Yugoslavia and Czechoslovakia, portrayed the 1aréest proportion of minority
characters as representative of a specific culture or religiom within the
producing country.

When U,S. films went abroad for a setting, they went to Western Europe
iw(éﬂwﬁééééﬁéi; ;;r;;ia, Africa, and the Pacific (18 percent),  to the Western

Hemisphere outside the U.S. (9 percent), and to Central and Eastern Europe (8 percent).
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The French and Italian_geographical_distributions were similar outside their
own territories, except that & percent of Italian films portrayed U.S. settings.
Eastern European films, produced for a more limited market, were the most
parochial, However, films produced in Eastern Europe used Western locales
more often than films of the West used Eastern European locales.

American:films were the most cogmopolitan, but the French were the

most metropolitan. Figure 4 shows that seven out of ten French films had an

FIGURE 4 ABOUT HERE

urban or suburban locale (more than half in Paris), Nearly six out 6f ten U.S.
films played in big cities or their envifons. The big city was the major source
of locales in all countries' films. Provincial life was the most perinent

in Polish films, and rural settings in Czech films.

- French film settings were not only the most contemporary and
metropolitan, but also the most glamorous, frivolous, disreputable, and mobile.
Places of entertainment and amusemenﬁ were significant to the action in 41 percent
of French films, compared to 28 percent of U.S. and 15 percent or less of the.
other countries' films. Entertainment and the arts provided occupation to one
in five French film chéracfers.—-more than anything else, and more than anywhere
else, Tbe underworld -- hangouts of gangsters, informers, racketeers -- was the
habitat of one in ten French film characters, compared to one in sixteéh u.s.
and Italiap film characters, and even fewer in the others, Mobile éettings were
scenes of ;éjor action in more than half of all French films, but in oniy one -third
of U.S. and one-seventh or léess of other films. On the other hand, an environment
which in itself was inhuman, hostile, or dangerous to health and well-being
figured prominently in only 6 percent of French films, compared to 8 percent
_Hiﬁ,, 18'§¢rcen; Czechoslowvak, 20 percent,Italian,.32:percen;-Polish and--33 percent

Yugoslav films.
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The social class character of the settings was determined by explicit

portrayal of neighborhood, home, or social enviromment. Figure 5 compares

FIGURE 5 ABOUT HERE

percentages of films in each country in vhich major action coccurred in one or
more of four clearly identifiable ﬁypés of environment.

Definitiéns of "class" were the subject of considerable debate by
the various nétioﬁal teams. The Eastern Europeans ﬁaintained that conventional
class categories referred qnly to the portrayals of the "old order'" .in their
countries. A compromise attempted to strike a balance with income and stylé éf
life within'a society, rather than a more technical definition of class, the
principal criteria, and the category 'common'" expressing the actual majo;};y
life style in each country. In this scheme, therefore, "middle class"
becomes Weighﬁed toward a business and professional environment.

The Western countries portrayed predéminantly upper and middle class
settings in their films (with Italy somewhat underrepresented in the middle
categories because of the large number of historical epics). In the West,

U.S. films lead in their portrayal of elite settings, and French filﬁs in their
portrayal of both middle class and common settings.

In the films of Eaétern Europe, settings representing the life styles of

the majority dominated the portrayals. Figure 6 shows the shifting balance of
- _

FIGURE 6 ABOUT HERE
socioeconomic milieu from West to East. It algo reveais that the representation
of Eommon and poor settings was highest in Czech and lowest in U.S., films.
The mythical setting of many Itélian films and the psychological focus of many
‘Polish films reduced the number of clearly delineated locales in the films of

those countries,
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Ploc, 9ty1e, and outcome

| Certain characteristics of plot, style, and outcome provide clues
to the general'dramétic frameqork in which characters actout their roles.
The claim to historical or documenfary authenticity may be seen as one indication
of style and intention. Explicit claims or clear evidence that historical events
play a major role in the story,or that main characters are modeled after
individuals known to have existed in real life, provided fhe basis for the

tabulations shown on Figure 7. The films of Eastern Europe, and particularly

FIGURE 7 ABOUT HERE
of Czechoslovakia and Polénd, claimed most frequently to represent ”tﬁe way
it really happened." | |
Such a claim wﬁuld imply seriousness of purpose and a style that

strives for credibility. As we can see in Figure 8, problem drama - mostly social

FIGURE 8 ABOUT HERE
and psychological thgmes treated in a serious manner - characterized nearly half of t
films produced in Easte;n Europe, less than a third of those madeuin the West,
and only 12 peréeﬁt qf French films. Tragic plots were also somewhat more frequent
in Eastern Europe, | |
The comic film as a genre, and plpt as the source of comedy, were,

on the other hand, most numerous in France and Italy. Figure 9 compares these

-

H

FIGURE 9 ABOUT HERE

percentages. Poland, which had the highest proportion of problem dramas and the
second highest incidence of tragic plots, also produced the fewest comedies.
The balance of style and plot characteristics within each country's

‘films can be examined on Figure 10, U.S. films and plots were balanced between

"FIGURE 10 ABOUT HERE
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comedy and problem drama, and comic and tragic plots, with a sprinkling of
grand epics. Comedies predominated in France and Italy, but the source of
‘comedy was not necessarily the plot; c0mic'and.tragic plots were about evenly
balanced in both countries. (A separate examination of roleé gshowed France
and Italy leading with 26 percent eaph in the proportion of c0mic.charaqters
compared with 13 percent or less in all other countries,) Italy, éf course,
had tﬁe highest percentage of epic dramas,

In the countries of Eastern Europe, problem'dramas outnumbered comedies,
‘and tragic plots exceeded comic, with the greatest imbalance of both in Poland.

How did it all end? The answer, as we can see on Figure 11, is

FIGURE 11 ABOUT HERE

mogt clear-cut, and happy, in Czechoslovakia, followed by the U.S. and Itaiy;
Itfis the most inconclusive, and unmhappy, in Poland. The large number of Czech
films about young people, animals, and sports, and the Polish propensity f&r
taékling stark and baffling problems, account for these findings.

Despite the comic tone of many French films, only a little more than
_one~third had clearly happy endings., More French and Polish film characters suffere&
an unhappy final fate fhan did those of the other countries.

Some consequences of the outcomes are indicated on Figure 12, U.S.,

FIGURE 12 ABOUT HERE

French, and Italian film endings brought success in love and affection to more
principal ;haracters than reaped wealth or moral rewards, Moral success, on the
other hand, was the dominant consequence of the outcomes of Czechoslovak,
Yugoslav, and_Polish films. (The moral success of Polish characters was no more
frequent thgn that of French and U.S. characters, but Polish success in iove was
much less frequently indicated.) Material success was a major feature of the

outcome only in Italian films.
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Failure in love and moral downfall looméd largest in-the romantically
most turbulant world of French films. The ratio of clear-cut romantic success
to failure was most favorable in Italy, the U.S., Czechoslovakia, and Yugoslavia;
and the least favorable in France and Poland. In the latter two countfiés' films,
the prospect of moral success outweighed the chance of moral failure By only
27 to 17 and 27 to 1l percent; no othér counfrigs' films showed such a delicate
balance of moral risks, Failure in U.S. films, when it befell a major character,
was most likely to be romantic, secondly material, and rarely moral. In_Italian
films, failure led more often to loss of fortune or poésessions than to romantic
or moral downfall. And Polish and Czech £ilm characters suffered both romantic

and moral failure in about the same proportion.

v ey
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THE HEROES OF FIIM

The heroes of these "worlds" of film were those who played the leading
and most clearly differentiated roles. The word is used to mean both hero and |
villain and both male and female principals, except where noted otherwise.

The film hero populations reflected the dramatic structure of the
stories. Lome (and primarily male) heroes came from about half of the Italiaﬁ
films, Pairs of male heroes came from one out of four U.S. and one out of five
Yugoslav and Czechosloeak films. More than two leading charactefs with the largest
proportion of heroines came from nearly half of all French films.

Two principal characters, one male and one female, wefe selected from
31 percent of U.S., 22 percent of French, 20 percent of Italian, 29 percent of
Yugoslav and Polish, and 24 percent of Czechoslovak films. These patterns of
selection suggest that the populations analyzed may represent not only different
‘dramatic structures but also varying social relationehips and personality types
on whom attention is focused in the "worlds" of film,

We have already noted that even though nearly half of a1l V.S, films
depicted action abreed, nearly three-quarters of the leads played Americans.
Except for Italian films, in which myth and_history confounded ﬁationality, all
native heroes outnumbered the frequency of foreigh locales by margins similar

to or greater than that of U.5. films,.

; .

<Minority cultures were represented by characteristics other than foreign
or regional accents in 16 percent of Czechoslovak and 5 percent of Yugoslav but
few or none of the other films. Non-whites of all nationalities comprised 7

percent of U.S., 5 percent of Italian, and few or none of other film leads.
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Male and female; yvoung and old

The world of popular fiction and drama is a man's world, Active and
.powerful roles are usually male roles. Romantic aﬁd domestic plot requirements
generally determine the size and character of the female population. When such
requirements are central to the action, more female characters appear in leading

roles.

Figure 13 shows the percents of male and female leads in each country's

FIGURE 13 ABOUT HERE

films., The ratio of the sexes favors men by different margins. Films with the
highest number of romantic, marital, and domestic entanglements -- the French --
provided leading roles for the largest percentage of women. (Men still led six
to four.) Downbeat love, broken romance, stories of inner struggle made Polish
films second in percent of female characters. Tales of war and adventure
reducea the female lead population of Itélian, Yugoslav, and Czechoslovak films
to about two for every eight men. A more even mix of these elements left the
U.S. ratio of sexes about two males for every woman.

The active male in the prime of life is the hero of most tales. The
prime of life in the world of films is the age of youthful independence, capable
of adult exploits but relatively free from family responsibilities,r As we can see

on Figure 14, the majority of leading.characters in all countries was under 30,

i

FIGURE 14 ABOUT HERE
Children appeared in leading Foles in a high pr0péption'of Czechosl&vak films,
Young adults numbered almost half of all French-leads.

Czechoslovak films explored ali aspects of childhood and adolescence.

Figure 15 shows that themes of childhood, sexual awakening, the "adult" exploits

FIGURE 15 ABOUT HERE
of youth, the life of juvenile groups and gangs, and adolescent rebellion

were portrayed in a substantially larger proportion of the world of Czechoslovak
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films than of any other's. This is a ﬁorld in which a mountain youth pressed into
hard labor for little pay joins the outlaws of Slovakia to fight injustice - as
his father had done before him. A crippled'and lonely boy finds amusement in
shooting birds from his Wheelchair; until he downs a white homing pigeon eagerly
aﬁaited by Suzanne and her fishermen friends, and begins the slow, painful road
to recoﬁery ~ for both the dove and himself . . . Three boys on a school outing
steai'away inte the woods and come upon a'partisan‘hidgout; their teacher demands
'ah exp}anatidn for their absence, but he is the local commander of the fascist
Hlinka Guard . . . A theft of the'puppets from a theater sends a group of boys
and girls on a wild chase involving an unpopular boy who likes to play detective

and throws himself into the "case,"

unaware that his schoolmates suspect him of
the crime . . . A young.girlfs vacation love affair, her first, sets her'om a
course of competition and.cdnflict with her attractive aunt . . . A boy of ‘13 longing
for a bicycle stumbles upon lost_money--— and discovers the difficulty of being |
moral . . .

A group of boysvand:girls decide to expose ﬁhe hypocrisy and stealing
going on at their collective farm ~- but what to do when they find some of their
parents among the”culprits « . a?

Focus on childhood and youth in American films tends to rgquire
sgecialized story values outside the normal social context, Oﬁe relates the
problem of.éentally retarded children and the dedication of those who care for
them, Othérs_portrayrorphans, or life with attractive widowed fathers or mothers.
A hard-boiléd manager of a gambling hquse finds himself the guardian of a six-
year-old girl orphan . ; . A good-hearted mute befriends a homeless pros;itute
and_her 1it£le daughter . . . A middle-aged college professor rents a.room
from a jOunéish widbw with.a sedu;tiQé téenage‘daugﬁfér :.Léiita ; .. . Six

homeless waifs camp out in an unused shack on the Connecticut estate where a
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glamorous but exhausted star seeks peace and quiet , . .

01d age rarely dominates the screen. A French farce exploits the
gallant fantasies and senile quarrulousness of three noisy, drunk, and lecherous
men at an 01d Peoplefs Home. An aeronaut grandfather takeé his 10-year old
grandson, and the audience, on a frantic and spectacular balloon ride from
Brittany to the Alps. An Italian £ilm attempts an "anthology of love,"
including that of old couples . . . Another pits two old enemies -- a Communist
ex-mayor (now Senator) and an ex-parish priest (now prelatej_agaiqst one another;

stalemate results in compromise and ends in friendship . ., ,

Social status - West and East

West., Only when social status was clearly delineated was a character
assigned to a class. "'Top leadership" included men and women of extreme wealth,
nobility, or hereditary position and power, This made Italian and French films

lead in the t0p category, as can be seen on Figuré 16, The upper-middle class

FIGURE 16 ABOUT HERE

elite was composed mostly of persons of acquired wealth or power, most prominent in
French and U.S. films, Middle class status included professionals and the
intelligentsia, most numerous in the West in U.S., Italian, and French films,
in that order. Lower class, service, and.physical laborer leading characters
numbered@m%re than one-third of Italian, about oneffourth qf French, and one-tenth of
U.8. £ilm characters. The fqur-way status distribution, then, bulged in the middle
two categories in U,S. films,.in the top two categories (with a substantial
number at the bottom) in French films, and in the top and bottom categpries in
IFalian fi}ms.

. ......East, The analysis ofmsobial status iﬁ the Eastern European countries

was confounded by different measures applied to representatives of the "old
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order"-and those of the new "classless society." The Yugoslav analysts solved
the problem by classifying those with measurable incomes or clear status (73
percent of all characters) into two categories, showing 27 percent in the higher .
and 46 percent in'the lower group. The Czechoslovak analysts assigned mainly
representatives of the "old classes" to the four-way scheme, with workers and
peasants most numerous; 85 percent of Czechoslovak film characters (not shown
on.Figure 16) were simply termed '"classless,"

| Polish anaiysts élassified fictional characters two Ways. Thgse were

combined in Figure 16 into the single four-way scheme fdr comparative purposes,
However, é Separaté account of each might be indicative of the tﬁo_standards of
social status in Eastern European films.

The "old order" was represeﬁted by 27 percent of all Poiish leading
film characters. Of these 15 percent were at the top, aﬁd 3 percent in tﬂ;
upper middle, 5 percent in the middle (professionals, intellectuals, etc.);
and 12 percent at the bottom. The "classless" classification system showe&
the "ecultural, intellectual, and power elite" represented by 19 percent
(included in the upper-middle elite of Figure 16), "members of the intelligentsia"
48 percent (included in the third category on Figure 16), and workers and peasants
with 24 percent (inclﬁded in the bottom category of Figure 17), The percents
total more than 100 because some characters appeared in more than one class role.

‘8o, the "old order"” in Polish films, unlike in those of Yugosiavia
and Czecho%lovakia, portrayed the ruling classes and the proletariat in ngarly
equal pr0p;rtions, reflectiﬁg the greater Polish emphasis on historical themes.
Films of the "new" Poland featured many "intellectuals" in both elite and

middle categories. The overall status distribution bulged in the middle and

lower categories.
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As in the settings (shown on Figure 6), the proportions of the combined
upper two and lower two classes shifts from high to low as we move from West to

Fast, This can also be seen on Figure 17. French films portrayed the highest

FIGURE 17 ABOUT HERE

proportion of both elite settinés and characters. U.S. films were second in

both. Czechoslovak films showed common and poof setfings and the 1owér half of

the class spectrum (at least among those classified) most frequently. We must note
again, however, that ;omparability suffered from differences in ﬁoding method,
Measures of education and occupation will amplify the social'strucﬁures of the .

world of films.

FEducation and occupation

Figure 18 shows the percent of characters identified as having

FIGURE 18 ABOUT HERE

primary, secondary or technical, or higher education., Relatively few U.,S. and
Western European films made explicit reference to the education of leading
characters. When educﬁtion was indicated, college or university béckgrounds
dominated in U.S. films. The proportion of Western film characters shown as
having received only secondary or primary education parallelled the proportion
of middle and lower class representation wé’have seen on Figure 16,
Education generally played a significant role mofe frequently in

Eastern ﬁuéopéan plots and characterizations, Polish films especially exhibited
‘the intellectual status bestowed upon leading characfers by showing the largest
proportion of them «- one in three -~ as haviﬁg ﬁigher education, As we shall see
later, the favorite occupation of Eastern Furopean film characters was being
a-student.' | |

- ithat -- if énythiﬁg -- do heroes and villains of the worlds of fiiﬁ'”
do for a 1iving?v "™Men and women of leisure" were the most numerous in French

-

and American films, numbering one in five and one in six leading characters,
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.

respectively. Italian film characters living comfortably with no visible means
of support were one in ten, and Eastern Europeans one in sixteen or less,
The choice of occupation, and the significance of work, represent

important departures in story~telling and characterization. Figure 19 ranks

FIGURE 19 ABOUT HERE

the ten most frequent screen occupations in each country, and the percent of
principal characters in each.

Half of all U.S. movié leads were in show business {entertainment and
the érts), the military, the prpfessions, aﬁd'commerce. French film charaéters
were mostly in entertainment and the arts, and in business -- both legal and
illegal -~ but farely.in the military. Italiaﬁ heroes of many film epics
_ rebelled and robbed, tilled the land, entertained, fought, and ruled or seIVed
;the state. | “

In the films of Eastern Euroﬁe, the dominant hero type was first and
foremost a student. In Yugoslav films he also fought with the partisans,.pursued
.a profession, and worked in a factory. In Polish and Czech films the majbfity
~ studied, labored in factory or field, and worked in professiomns, the government,
or the arts, o - |

Figure 20 compares occupational ranks and frequencies across countries.

FIGURE 20 ABQUT HERE

Entertainment and the arfs were favorite occupations of Western £ilm characters,
especiallf French and American, Military heroes.raﬁkéd high in ﬁ.S. and in
Yugoslavia and Italy where war time and patrtisan themes loomed large on the screen.
Professions and-go§ernment service ranged between‘6 and 12 percent and‘ranked

_ between third and sixth of all film occupations in all countries. But, within

that range, U.S. film heroes were professionals first and civil servants last.
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(\_

Housewives, as such, were featured in the top five occupations only
in U.S. films. These included mostly domestic dramas, comedies, and an expose
of the aberrations of a group of suburban women. Workers were, of course,
mosi numerous in the films of Eaétern Eurobé, and ranked last in the U.S.
Farmers, however, appeared more often in Italian than in Polish or Czechoslovak
films, and rarely or not at all in the others.

Students, a§ we have noted, ranked highest of.all occupations 'in each
of thé ¢odntries.of Eastern Europe. Their numbers ranged from oﬁe'in every four
Czechéslovak tb one in every ten Polish and Yﬁgoslav screén characters., Students
fanked foﬁrth in the films of France, and next to the lést {laborers) in the U.S.
Although, as we have seen, about onerin five U.S. characters were children or

adolescents, and higher education figured in the characterization of more than

one in ten, only one in 26 leading U.S. film characters appeared as a student,
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PERSONALITY TRAITS

‘The recording of selected characteristics of £1ilm heroes on scales
indicaéing direction and intensity was decided late in the course of the analysis
and could be carried out in three countries omnly, Nevertheleés, even this
incomplete.personality analysis sﬁeds some comparative light on the composite
personality structures of various film hero groups.

Analysts' judgments of personality traits were-recorded-for all U.S.
and Italiaﬁ,_and for male Czechoslovak film heroes. The ratings of two or more
analysts wére combined into a single mean rating for each character on each of.

26 scales, defined by contrasting adjectives, representing a variety of personality
, characteristics.*' The mean ratings on these ?-point scales were tabulated for
the film heroes of the three countries by sex, class, and other selected cﬂaracter-
istics on Appendix Tableé 9-18, |

Since rating standards may differ among teams of analysts, relative
deviations of groups of film heroes from ;hernorms established for all characters
in each country were also tabulated. Comparisons of these relative deviationg,
in which each team of analysts acted as their own controls, may prove more

teliable indicators of cross-country differences than the comparisons of absolute

mean sScores.

)

*The theory and methodology of the "personality differential” is discussed in
Charles E, Osgood, "Studies in the Generality of Affective Meaning Systems,"
American Psychologist, 17:10-28, 1962, A similar study, including factor
analysis of ratings, is reported in George Gerbner, "Images Across Cultures:
Teachers in Mass Media Fiction and Drama,"” The School Review, 74:212-229, 1966,
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Heroes and heroines

The composite personaliﬁy profile of U.S, film heroes can be seen

on Figure 21. As a whole, they stood out most in being 'bold," "attractive,"

FIGURE 21 ABOUT HERE

Welean," "intuitive" rather than “logical," "emotional," and -~ "unusual,"
Male heroes differed most from feminine leads in the sex-linked traits of
being more "masculine,"'"tough," and "tall," and also in being not as "good,"
not as "sensitive,' not as "emotional," not as "young," and more "'rational,"
(For relative deviations of males and females, see also Appendix Figure 1.)
The overall Italian perSOﬁality profile was influenced by the fact
that film heroines comprised only 21 perceﬁt of the lead population, compared

to 32 percent in U.S. films, Therefore, "masculinity" was a more outstanding

composite trait than in the U.S. (See Figure 22.) Measured by its own coding

FIGURE 22 ABOUT HERE

standards, however, the Italian hero was rated outstandingly "bold," "attractive,"
“"emotional," and 'unusual," (as was the U.S.), and also very "free and "wholesome"

despite being not particularly "moral," "honest," "clean,'" "kind," or "predictable.™

Aside from sex-linked traits, Italian heroines differed most from
Italian heroes in being "attractive," and "clean," and also more "dishonest,"

"eruel," and "unpredictable." (See Appendix Figure 2,)
i

bouparing U.8, and Italian male charactefs, in terms of their deviations
from the countries' own ratings for all characters, reveals few marked differences.
A similar comparison'of U.S. an& Italian female charactérs,'hOWEVer, shows the
Italian heroine stand out in her own_fictional-world as being bolder than the norm

whereas--the U.S. heroine was more "timid," and as being. even less "honest" and
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"yind" than the Italian norm, whereas American film heroines rated slightly
above their own country norm on those traits. (See Appendix Figures 3 and 4,)
Only male charéctefs were rated on the Czechoslovak film personality
scales. The comparisons of their mean ratings with those of U.S. and Italian
males (Figure 23) shows a tendeﬁcy of high Czechoslovak ratings on moral,

intellectual, and social scales., The ranking characteristics of Czechoslovak

FIGURE 23 ABQUT HERE

heroes were their wholesomeness,cleanness, emotionality, and pride. They were
not as "tall" and not as '"'rich" as either U.S. or Italian heroes, but they were

judged more "moral," "honest," "sharp," "rational," "efficient," and "learnmed" by

wide margins.

Social class differences

” In consideriné social class differences, and especially deviatiéns_
from the personality norm for all characters, it is important to note that the
bésgline showing the norm for all characters is not necessarily the average of
those in the three social clésses. For example,.73 percent of U.S, fiim characters
exhibited clear evideﬁce of class status; the rest ﬁere not assigned to a sécial
clags, but were included in the ﬁorm for all characters.

The personality profiles of upper aﬁd ﬁiddle class U.S. film heroes

had no marked distinguishing characteristics, aside from the fact that the higher
naturally‘rated ricﬁer. The lower class film heroc profile, however, differed

from the others on more than relative poverty. As can be seen on Figure 24,

FIGURE 24 ABQUT HERE

the composite image of the lower class hero was shorter in stature than that of

the average upper or middle class character. The lower class of the U.S. £ilm
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hero population also appeared relatively "sad," "dirty," "dull,” "irrational,"

"n e "

ignorant," and, of course, "poor."

"bungling,
Class differences in the composite personality profiles of Italian

heroes are shown on Figure 25, The smaller and more "feminine" upper class

FIGURE 25 ABOUT HERE

also appeared more "'restrained" and more "disﬁoﬁest" than the others. Along
with the middle class,.it was reiatively "learned." In comparison with the
deviations of U.S. upper class film characters from all characters in the same
films (See Appendix Figure 5), the relative lack of freedom, honesty, cleanness,
kindness and sociability, and the slight but consistent superiority of intellect
of the Italian upper class hero was particularly apparent.

The Italian middle class hero's only ‘distinguishing éharacteristics
were their relative freeness and cleanness. Compared to the portrayal of American
middle class film hero,-each in its own fictional enviroﬁment (see Appendix
Figure 6),.the itélian middlg class-éppeared mﬁch more "learned" and somewhat
freer, but also a little less hgood," "moral" and "honest," |

The lower ciass hero of Italian films presented a more ciearly differentiat
ﬁrofile in being relatively inferior in intellectual bﬁt somewhat superior in moral
qualities (see Appendix Figure 7). -The lower class hero of Italian films differed

most from the upper class hero of the same films in being rated substantially

1

freer(but by not as much as the middle class), more "bungling,” more "ignorant,"

Do .
and, of course, poorer. A comparison of upper and lower class personality
differences in U.S. and Italian films (with the upper class means as the baseline),

shovn on Figure 26, indicates that these class differences favored the lower class

FIGURE 26 ABOUT HERE

hero in Italian films on most traits. Italian lower class characters differed
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from Americans particularly in including more males and in standing out in
their own fictional enviromments as being relatively freer, cleaner, more
"honest," more "predictable," more "sociable,”" and less "sad" as well as

less "poor" than their American film counterparts.

Non-white heroes

The composite personality profile of the 11 U.S..non~white leading
chafacters stands out favorably on most traits, Although the differences are
slight, the non~white U;S.-film hero is more "proud," "young," "good," “moral,"
"honest," "clean," and "efficient' than the norm for all, These deviations
stand up when U.S. white and non-white males alone are compared. (See Appendix
Table 10.) |

Deviations in personality profiles of U.,S. and Italian non-whHite
film characters from each coﬁntry's own mean for all film characters are

compared on Figure 27. The Italian non-white ratings are based on only 4

FIGURE 27 ABOUT HERE . _ L

characters, Non~whites in Italian films stand out from all Italian heroes in‘
their boldness, and in being considerably more "happy,”" "honest,” "clean,"
"wholesome, " "iearned," "kind," "sociable," and "sensitive'" in their own
fictional environments than non-white heroes do in U.S. films. However,
the Italians also tend to be older, somewhat more "immoral" and "bungling"

; .

rather than "efficient" compared to their own norms and to the U.S. non~

white heroes' deviations from theirs,

"Foreiegn" heroes

.The composite personality profile of the non-American U.S. film
-hero did not differ markedly from-that of the American hero in U.S. films.

The most sizeable deviation was that while most native U.S. leads were, on the

.
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whole, somewhat "efficient," foreign heroes in U.S. films appeared rather
"bungling,"
By comparison, Italian £11ms appeared to be almost kenoPhobic.

Figure 28 compares deviations in personality profiles of U.S. and Italian

non~national heroes from each country's own mean for native leading characters.

FIGURE 28 ABOUT HERE

It is clear that females dominated the proportionately larger "foreign' hero
'p0pulatién of Ttalian films, and that Italian film non-nationals were seen in

a much less favorable light than the nationals._ Aside froﬁ being rated relatively
"humble'" and "sad," the Italian "foreigners“_also.rated lower on moral, intellectual
social, and emotional traits than either the nationals of Italian films or the non-

Americans of U,S. f£ilms.

_-Those'who fail

What personality characteristics are associated with occupational
failure or unhappy end in the stories ? A comparison of the occupational

"failures" with their own country norms can be seen on Figure 29,

FIGURE 29 ABOUT HERE

In U.S. films, failure in an occupation is seen most clbsely assoclated with
relative moral defects., 1In Italy, it is more a correlate of "bungling." 1In
'tﬁe ratings of male heroes in Czechoslovak films occupational failure appears
to be mogt closely associated with being relatively‘"tough,“ "restrained;"
extremely "sad," and quite "immoral" and "dishonest," 5ut also with being more
"logical" than, and generally intellectually superior to, thoée who do not
fail (or have no clear occupation),

~ Unhappy ending for U.S. main characters is marked, as is occupational’

failure, by relative moral shortcomings. But, unlike the occupational failures,

+
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those who reach an unhappy end in U,S. films are alsc set apart from other
leading characters by their relative lack of kindness and of other social
qualities. In Italian filmé, where "bungling" was the only outstanding
cbrrelate of occupational failure, relative "cruelty" was the only marked
common deviation of those who reach an unhappy end. In Czechoslovak films,

as to a lesser extent in those of the U.S., relative immorality and dishonesty,
as well as lack of soaiability, distinguish the "unhappy" from the "happy."

" Figure 30 compares relative deviations of male herces who suffer

FIGURE 30 ABQUT HERE

an unhappy fate from happy or successful characters iﬁ the same national

film hero population., In the cross-national comparison, the "unhappies" stand out as
"tough,”" "bold," "sad," and "unemotional" in Czechoslovak films, and as "bad,"
"i@moral,"~and "unwholesome™ as well as '"cruel," and "insensitive" in U.S. films,

The "unhappiés" are as "moral" as; and generally ciosest_to_the national norms

in Italian films.
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VALUE HIERARCHIES

Analysts were given a list of twenty '"goals and values," and were
asked to indicate any and all that were sought or opposed By each leading
characfer. They also recorded whether the character clearly achieved the
goal (or realized the value), failed,'or reached no clear success or failure.
in relation to it. The following section présents only what film characters sought.
What they opposed and how they succeeded will be discussed in cdnnection with
selécted themes.,

.This, then, is a study OfIPOSitiVe value choiqés and of hierarchies of
generalized.motivétions. In this type of analysis, each team develops its own
level of recognition of relevénce and significance, and acts as its own control,
These leﬁels are not necesSarily the same for all teams. Thus, we can get a
more reliable and coﬁparable indication of relative than of gbsolute frequencies
of Qalue choices. Therefore, we shall consider and compare primarily rankings of
valué choices and deviations from the national norms. As we go down the list of
goals and values, the frequencies decrease, and trivial differences may cause
larg? rank order shifts. As a rule of thumb, we may consider substantial a differen;e
of both about 5 percentage points and a shift of two or more ranks,

All data preéented in Figures 31 through 36 are based on the tabulations
included in Appendix Tables 19 through 31, Rank order comparisons eof value choices

by sex and class across countries, are tabulated in Appendix Tables 32-51.

" ’

3 S
Class differences in value choices are also shown in Appendix Figures 8-16.

The questions we shall ask, then, are these: Which goals and values
motivated most of the leading characters of each country? How did males and

females differ in the relative frequencies of their value choices?
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United States

Figure 31 answers some of these questions in the U.S. world of films,

-FIGURE 31 ABOUT HERE

Romance, affection,'family? and the values of personal morality, integrity,

and wealth ﬁotivated more characters -- both men and women -- than did the other
goals. Heroes and heroines did not differ much in their value choices; the
greatest frequency differences (in amorous and affective goals) were in the
expeéted direction., The only male-female contrasts which meet our criteria of
both substanfial frequency and rank difference show that many more male than
female heroes were motivated by (1)"money énd material goods," (2) "ambition,
will for power,"'andﬂ(B) were portrayed as seeking ''vengeance" and "evil goals,"
Whether really more heroines than heroes seek 'glory, féme, prestige;l in U,.S.
films, as these data seem to ipdicate, is interesting to contemplate b&t nof

safe to conclude from the felatively few characters of either sex who chose

_those véluese
-ﬁ .Upper and middle class characters dominatéd the genérél.valuél
standards of the world of U.S. films, The upper class -~ aristocrats, rulersy
t&coons of all times and places portrayed in U.S. fihms--r rose aboﬁe thé.
general standard (by-;he double criteria of rank and frequency) in their
pursuit of "artistic" values and in being frequently driven to-"vengeancé."
Compared to the norm, they rarely sought -- and pérhéﬁs needed -- money, friends,
and powér.:'(See Appendix Figure 8.)

Middle class characters stood substantially aBove the national norm
only in their pursuit of money, but the few lower class leads sought wealth even

more., "Independence" and "political and social values" -- sought only by about

-8 percent of all -- were rarely middle class-goals.
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The lower class of U.S. films numbered 10 percent of all characters.
As a group, it sought sex, friendship, money, and comfort substantially more
often than the norm. Few lower class film characters were shown pursuing
"family" values, "honor, pride, self— respect," "ambition, will for power,"
Myengeance," and "gcientific" goals.

The characters who were outside oanny regular class structure were
among the most colorful, They stood out in pursuing goals of "honesty, charity,

LI}

and altruism,” "ambition and will for power," "glory, fame, prestige," and the

" and "community." (These account for the U.S.

values of "science,' 'religion,
norm being above the mean frequencies of class ratings on these values, as shown

on Appendix Figure 8.)

France

Value choices of French film characters can be seen on Figure 32.

FIGURE 32 ABOUT HERE

Heroes and heroines of French films prized "independence," 'tomfort, well being,"
and "community" values higher than did those of U,S. films., But they cared less
about "friendship, affection," and "honesty, charity, altruism." They sought
(or needed) the goal of "self prese¥vation" less frequently than Americans, and
fewer French then Amerﬁcan film heroes pursued goals of "science." French male
characters, however, sought "family" values and "honor, pride, self-respect"

b .
- more often, and "evil goals" less often, than their American counterparts,
French film heroines were portrayed.striving for "veﬁgeance” more often, and
~for "glory, fame, prestige” or "artistic" values less often, than U.S. female
leads.
| ﬁal,es._ and females were closer to one another in their value choices. ...
in French fhan in American films, fhe principal differences were that fewer

French film heroines than heroes pursued comfort, fame, and art.



41,

Relative class deviations in value choices were generally less pronounced
in French than in American films, (See Appendix Figure 9.). The upper.élass hero
of French f£films did not seek “honor,.pride, self-respect'" as frequently as the
others, or as the hero of American {and the other nations') films. Middle and
lower class French herces were among the most family-oriented and the least
concerned with power or glory. The lower class hero of French films stood
out in choosing values of honor and honesty more often, and patriotism less
often, than their national norm., Those not classified as part of any recognizable

social structure sought power, 'vengeance," and "evil goals' more than the others.

 1taly

Value choices of Italian characters, plotted on Figure 33, reflected an

" FIGURE 33 ABOUT HERE

adventurous world of struggle fér lqverand country, aﬁd for wealth and its.sharing.
Fri?ndsh;p and family received less emphasis. The values of "honesty, cha?ity,
altruism" ranked second (after "sexual and aﬁorou;" goals), higher than in the
U.S. or France. "Vengeénce" ranked foufth (élong with patriotism), the highest
rating of.all countries,

The thi:& ranking value wés money, Italian male characters sought
wealth about as muéh as Americans did, buf Italién heroines pﬁrsued it much
more. Itg}ian women were also portréyed less honest and charitable than the men,
. and more o}ten'possessed of "evil goals," |

o I:élian upper class charééters sought "evilrgoals," money, comfort,
vengeance, safety, and frieﬁds (but not family)‘more often than the norm (see
Appendix Figure 10). Compared to all Italian film characters,_they disdainéd
2pggrf9ti;," "pqliticgl_og_sgqﬁa}zﬁmanﬁraltrQisFi; values. The lower class

value profile showed above average concern for money, comfort, and the law.
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It remained for the relatively numerous Italian out-of-class characters to

lead inJupholding political and social aims as well as those of "honesty,

charity, altruism” and "family."

Yugoslavia

The value profile of Yugoslav film characters appears on Figure 34,

FIGURE 34 ABOUT HERE

Prominent in this world were themes of war and partisan struggle, dangerous and
inhospitable environments, and homes and neighborhoods of the common peoﬁle;
The most frequent goalé of leading characters were those of i'c:iorm‘fm:t, well-being,"
"gelf-preservation,” "honesty, charity, altruism," "pbolitical or social,”
and "patriotic" values. Patfiotism ranked abové romance oﬁly among Yugoslav
film heroes; self-preservation above wealth only among Yugoslav and Polish
film heroes, |

| It fell to the male to uphold "political or social," "community," and
"famiiy" values, and £o seek "indepéndence" and "vengeance" more often than the
.female. Heroines sougﬁt.more personal goals of comforf, money, safety, and the
arts. |

Yugoslav film characters of upfer class étatus étood above the norm

in striving for romance, legality, money, family and scigntific valﬁes (see
Appendix Figure 11)., Those of middle class status (including professionals),
. ﬁhe only o;her "clasd' recognized by, Yugoslév analysts, yaiued ffienaship and
comfort much more, and patriotism and legalitj much leés frequently tﬁan the
norm, The goals of "vengeance" and "independence" were left for those outside
of any soéial structure to seek most often, and money, comfort, and glory to
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Poland

As we can see on Figure 35 a mixture of romance, ‘altruism, love of

FIGURE 35 ABOUT HERE

country, glory, family, and indépendence wete the leading motives of Polish
film heroes and heroines. As the Yugoslavs, Polish film characters sought

"self-preservation” more often than money, and they prized "patriotism" even
higher. They led other countries in seeking "glory, fame, prestige," and in
pursuing Martistic! values.

.ﬁgn shouldered the burdens of patriotism and legality; women sought
gafety more often., Lower class characters (see Appendix Figure 12}, the only
class coded.for vélués sépérately in Poligsh films, stood above the nbfm in

altrustic and artistic values, and in seeking friendship, money, power, and

glory.

Czechoslovakia

The world of Czechoslovak films was more youthful, positive, and

lower-class than all others. Its leading values, shown on Figure 36, were

.FIGUﬁE'jﬁ ABOUT HERE

"honesty, charity, altruism," "friendship, affegtion" and "community,"
"Independence” and "ambition, will for power" ranked next, and aé_high as or
higher than in any other country's films., "Respect for iegality"_ranked highest
~ among all Eountries. “Eolitical or social" values ranked after those of Italian.
and Yugoslav characters,

Heroines differed from heroes in choosing_romance'more.often than
friendship, science and art more ofteﬁ than power or glory, and in being less
frequently motivated by political or social aims, revenge, or the meed for

self-preservation,
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Lower class characters of Czechoslovak films, the only ones coded
for values, as those of Poland, prized "honesty, charity, altruism" most. of

all, But they rose most above the norm set by all Czechoslovak characters

(see Appendix Figure 13), in "patriotic," “family," "political, or social" and
in material interests, and in seeking "friendship," "independence," and

"yengeance" more often, but respécting legality less often, than most others.

Cross-country comparisonsg

Rank order comparisons inﬁicate similarities and differences in the
relative priofities_given to certain goals in the value hierarchies of different
groups of film heroes. Greater confidence can be placed in rank order differenceé
for the higher rankings than for the 1ower_rankiﬁgs and in differences in which
both rank orders and frequencies, rather than only_one of these; arefsubstantially
_different. Rank order comparisons for each value across countries by sex and
claés (where tabulated) appear in Appendix Tables 32 to 51l. We shall discuss the
highlights, following the order of value priorities for U.S. characters. Some |
of these values will also relate to the selected themes discussed in the next
section,

"Sexual and amorous goals," as we have seen, led among heroes of both

sexes in all countries except Czechoslovakia and Yugoslavia., Czechoslovak
heroines ranked romance second to "honesty, charity, altruism," and Czechoslovak
herces ran}ed it tenth. Yugoslav ch%racters ranked "sexual and amorous goals"

" fifth, butlYugoslaﬁ upper class heroes ranked it first, as they'did also "respect
for legality." The pursuit of romance, along with (presumably the ola) law and
order, were the oﬁtstanding value choices of the Yugoslav film upper class.

"Friendship, affection' ranked second in the U.S. and Czechoslovakia,

fifth in France, and lower in the other countries,

1=
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"Pamily," was third in the U.S. and France, seventh in Italy, lower

in the other countries.

"Honor, pride, self-respect,' fourth in the U.S., were goals of higher
priority among French heroes, (ranking second to sex) and among Czechoslovak
characters (ranking third after honesty and friendship).

"Honesty, charity, altruism" ranked fifth in the U.S. but first in

Czechoslovakia and se;ond only to sex in Italy and Poland. 1In Yugoslavia
they shared second rank with "political or social’ values, The virtues of

“honesty, charity, altruism" ranked lowest (nintﬁ) among French film heroces.

""Money, material goods" ranked sixth in the U,S., and France, but
second (after comfort) among Yugoslav heroines, third (after sex and honesty)
among the film heroes of Italy, and lower among the others.

"Self preservation" appeared to be of higher priority where it was

most threatened: seventh or eighth in U.S., Italian, and Polish filmé, sixtﬁ

in those of Yugoslavia, Polish and Yugoslav heroines especially sought "séif—
preservation™: in Yugoslavia it came third after comfort and money and in f;land
third after sex and honesty in the value hierarchies.of feméle characters;

"Ambition, will for power" was the eighth ranking U.S. goal,

Czechoslovak male and Yugoslav female characters ranked it slightly higher,
all others lower.

PVengeance" led in the value priorities ofIU.Sy_and French heroes,
ranking niﬁth‘and eighth, respectively. -

ﬁArtistic" values, tenth in U.S. fihns; were ranked higher only among
Polish heroes and Yugoslav heroines,

YEvil goals," eleventh in the U.S. value hierarchy, were attributed to

more American than any other national film heroes.
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"Independence," on the other hand, twelfth in the U.S., ranked higher

among all others: fourth in France, fifth in Poland and Czechoslovakia, seventh

| in Yugoslavia, and eleventh in Italy.

"political and social goals" also ranked higher than the U.S. thirteenth

in the value schemes of other heroes, as we shall discuss in the next section.

"Comfort, well being" led the Yugoslav (eépecially female) wvalue

hierarchy, ranked seventh in France, ninth in Poland, fourteenth in the U.S.,

and eighteenth in. Czechoslovakia.

"Glory, fame, prestige" ranked fourth in Poland and generally higher

in Eastern Europe and France than the U.S. and Italy.
| of the.remaining_goals, all within the last five of the U.S. list, those
that ranked within the first ten elsewhere were "scientific" among Polish
heroines and Czechoslovak lower class ﬁerbes; "respect for legality" among
Czechoslovak and Yugoslav (particularly upper class) heroes and'aﬁong Italian
- lower class and French middle class characters; hgatriotic" among Polish and
Yugoslav male, out-of-class Italian, and middle class French film heroes;
"religiOus" among.Polish heroines; and "community" among all Czechoslovak and
. middle class Italian heroes; |

Significant value choice rank order cgrrelétions (¢ < 0,5) were found
between U.S. and French, Italian and Yugoslav, and Polish and Yugoslav film
. characterg;. Simiiarly significant rank order correlations between male and female
values were obtained in U.S., Frencﬁ, Italian, and Czéchoslovak, but not in
Yugoslav and Polish £ilms,

National differences in value choices by class (shown in Appendix
Figures 14-16) and oi'her_squa#i_s__o.r}s_will be noted as relevant to the selected

themes discussed in the next section.
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SELECTED THEMES AND THE SENSE OF LIFE

In this section we shall group relevant findings around the portrayals
of love and sex; friendship; family and marriage; community, nation, social
morality; war; violence and crime; health; wealth; art, science, cﬁlture; and
religion. The summary will bring together the highlights of the study of films
and the film hero, and conclude with a discussion of the sense of life's chances

in the "worlds'" of film.

Love and sex

"Sexual and amorous goals' ranked first in the value hierarchies
of U.S., French, Italian, and Polish film heroves. 1In Yﬁgoslavia "sexual and
amorous goals" ranked fifth, and in Czechoslovakia tenth, However, among
Czechoslovak film heroines romance ranked second only to "honesty, charitﬁ,
altruism." This was the only significant rank order difference on this value
between the sexes, except that female characters generally tended to choo%e
it more frequently than males. "

There were no class differences in the ranking of "sexual and
amorous" goals in the West, even though lower class characters in U.S. and
upper glass chgracters in French and Italian films tended to chooge it in
greater proportions, The European film pattern'of upper class film hero
preferencé for "sexual and amorous goals'" was manifested in rank order
differencés in that direétion in Yugoslavia, Poland, and Czechoslovakia, Thus
only Americén films appeared to attribute a greater sexual desire to lower

class than to other film heroes.

"Winning the love of another" was an important theme in about half

of all U,S. and French films, but only one-third or less of the others. Lov