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INTRC:JUCTION 

Today ' s students are living in an electric 

society , Information , broadcasted from a variety 

of media constantly bombards them. They are con­

tin,rnusly called upon to make decisions or .responses 

to these broadcasts . In many instances however , 

students are incapable of any decision or response. 

This inability to respond creates a cultur~l de­

privation. Our society demands a total media lit­

eracy. If students cannot understand , assess . or 

respond to media, America's educational system must 

supply them with necessary skills . Therefore , ~Y 

paper presents a developmental program that combats 

this c~ltural deprivation. This is achieved by en­

hancing man's perception, expanding his visual 

literacy and strengthening his awarenes~ of himself 

and his environ~ent . 

The rationale of my paper presents a definition 

of film and 8n investigation of film as a popular 
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art form. It further explores the types of c ,diences 

that film attracts and the ages of those audiences . 

The final portion of the rationale , however , is 

devoted to the concept of visual literacy , its 

definition, and its consideration as a reason for 

film study . 



~he seccnd port:on of the paper is divided 

into two categories ; the differences between the 

film and literature and the similaritie~ between the 

film and literature. In the first category, which 

emphasizes differences , the writer and the filmmaker 

and the novel and film adaptation are contrasted. 

This categ"ry then expands and also directs itself 
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to the precess of viewing and the lir1itations ..,f 

language in film . The second cate0 ory addresses 

itself to the importance of story tellin~ and such 

literary c~r~cpt~, in both film and literature , as 

characterizat~on , pl ot , theme , poirt of vi"'.· • _;_ ~agery, 

iror.y , figures of speech , symbvl · s~ and tone . This 

secor.d portion of +he paper of:er~ to the reader a 

solid compariscn/contra=t of the film and literature . 

The la~t section of the paper is most vital , 

-f'vr t'1is section ofi'ers spec_;_fic inf0rmation and 

l~si0 ht into th~ implementation of a film program. 

This portion deals with the most important aspects 

of the .:il:.1 program. Thu'"' , it is divided into 

purpo~e , teacher preparation, equipment , creating an 

environment , the pi1y:::; ical proce~s .:.n creatin& a film , 

evaluativ"1 , strcn0 th.c and weakne .... ___ ss of the program 

and recommendation::; . :fopcfull~ , this section achieve:. 

its :purpo::::c by givirg ,pecific suggeGtions for the 

r,1cccs:::: fu.1 i~plcmontation and teaching o " +he film 



~las~ a~ part of the language arts curriculum . 

: 'h"'n I began teaching film , there were no 

s ,tch 0 uidez . :.i though there were texts that gave 

plcrity of lesson plans , none of the materials that 

I read gave suggestions on ha.~dling the theft of a 

$250 J5mm ca'nera or 2. 0100 :upcr 3 camera . :or.e c: 

the texts explained ho•.r to establish a mutual trust 

between teacher and student i nor did they tell me 

hoH to develop recponsible citizen::.,hip , d0cicicn 

making , or group consensus . "'ore c:' the texts had 

civcn thoucht to the cren.tic..,n of a healthy classroom 

climate . This however , was not my only fru=,tration . 

r .est ~iln texts did not address th ems elves to practical 

situatioru- that occurred dailyo Th~y did not explain 

that the fil.n teacher needed ,;o be flexible enough 

to provide an alternat:vc lesson plan in cases of 

technical difficulty . They also forgot to !Tlention 

that it .ni,;ht be \··ise to keep a.E emergency supply cf 

adapter~ , ta!ce- up reels and batteries ol"! hand just in 

case the media center ' :: supply •as depleted . The 

te:~tbookt; also nc0 l ectcu to express the unusual 

and 1.mcom;:"ortablc ~i tuatior:s that could occur as 

a result of tho filmmaking process . But all of these 

v:cre thins..: I had to e;:peri8nce and s i tua.tions I had to 

resolve . 3urely someone could benefit from my l earning 
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experiences . Jith this thour;ht it then became 

evident to me that the development and implementation 

of o.. f'il 11 program v..-ould bt: invaluable not only to me , 

but to other future. film teachers too . 

TherLforc , the need for a more clearly defined 

film program was evident . No longer could the school 

district deny the importance of media in the currlc lum 

nor could they allow such a course as this to be taueht 

in a haphazard manner . :-1arshall McLuhar in hi~ book 

The r·ediu'll is the r:e~~ar-;c c;....-presscs this ovcrwhclrnL~i; 

effect ~f mcdio in our lives . 

All media worl~ u::; over completely . T:.cy 
arc ~o pervasive ii. treir pcr::onal , pulit.:.cal , 
economic , aesthetic , p~ychological , mo~ai , 
ethical , and 8ocial co ... sequences that they 
leave ·o part of uc untouched, unaffected , 
unaltered . The ..rcdium is the ma::;sagc . Any 
understanding of social and cultural change 
i ... i11possibln ·::it'1cut a l::nov.'ledce of the 
,·:ay media wor1':: ao environments . 1 

T1.e "'letlium is the massage , and it is ti!!le that schools 

recognize this fact . Thus , the idea of developing a 

seque.1tial , wcll-orga"lizcd fiL".l program came into 

e:;:is tcncc . 



RATIONALE 
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Film , despite its fascinaticn , is a sub-

ject that either is usually taken for granted or 

is seldom taken seriously by most Arrericans . It 

is ironic , however , that even though the motion 

picture was born and raised in the United States , 

it is only beginni11€ to acquire the public esteem 

in America that it has long possessed in other 

cultures . The film medium has long been regarded 

as an art form in the countries of Western and East­

ern Europe . The makers of these films have been 

subjects of study and have earned he respect given 

to any great artist . In England , picture makers 

are knighted and in France they are in the ranks 

of the most esteemed Academi c Francaise . Even Lenin , 

Stalin, ~nd Kruschev described film as the most im­

portant of all arts , and yet by contrast , "America 

is a country witr. a film vocabulary that is stifled 

by the word , movie . ·•2 Unfortunately , we are over­

come by a cinema literacy that focuses on names , 

faces , ~nd the personal lives of the film stars 

9 

instead of the ~cknowledgment of directors , Obviously , 

Americans are not "cinemate''J they seek entertain-

mer..t . 

~hus , many define film as a lrrost entirely enter t ai nment . 
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Accor<ling to Webster , entertainment is defined as 

an amusement , somethi ng that hol ds the attention of 

the viewer . In addi tion , entertainment a lso involves a 

receptive viewer par ticipation and suggests a relax ­

the - mind attitude . However , if film is only entertain­

ment , it s imply requires public involvement in the 

action of the story ; t here is no need for f ilm analy­

sis . It , therefore , is not important to evaluate 

whether the film' s message is valid or meaningful ; 

for there i s no message . The main focus of the film 

becomes entertainment . 

Although ent ertainment is a virtue of f ilm, 

i t is by no means its essence . Film i s more than 

a strip of celluloid running through a projector. 

It is a kind of communication between the filmmaker 

and the audi ence . Thi s type of communication is 

active and not pass ive as suggested by the definition 

of enter tainment . Eliciting anal ytical mental re­

sponses is one of the main objectives of the film­

maker . In fac t , the mind i s intr icately involved 

with t he events t a king pl ace on the screen as soon 

as the movie begins . "When the action on the screen 

and the reaction in the viewer ' s mind are united as 

one , fi l m is taking pl ace , "J Film i s a unique type 

of communicati on that beg ins with the filmmaker , 

the person who created the idea for the 
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fi l m. Thus , film becomes the tool by which the film-

maker expresses hi msel f. Once t he audience under­

stands. the message of t he film, communication has taken 

place and the meaning of t h e art form has been ex­

per i enced . 

FILM--A POPULAR ART FORM 

Why is this part icular art form so appealing? 

Siegfried Kracau er , an import ant German writer on f i lm, 

has described two important reasons why f ilms have 

such a fasc inating appeal. He states , "Man's i nst inc­

tive fascination wi th movement and a hunger for life 

roused by the deadening rout ines of contemporary 

existence" are the basis f or this appeal. lj. 

Kracauer•s first statement is supported by 

Gestalt psychologists . They suggest t hat the eye is 

most quidd.y at tracted by movement. Evan though this 

phenomenon probably dates back to a primitive period 

of evol ution when our ancestors depended for f ood 

upon their ability to spot moving creatures , the 

following premise still holds true, 11 A moving image 

has a visual a t t raction over and above any significance 

which its shape or forms of movement might suggest. ll5 

The second portion of the quotation of fers a 

more obvious r eason for fi l m's popularity . Dr awing 

from an articl e in 1921 by German poet Von Hofmannsthal , 

Kraca uer suggests that in mass cult ure people are 

deprived of life in truly intense and personal terms . 
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He states that , "It is life in its exhaustibili ty 

which the cinema offers to masses in want of it . "6 

Kracauer supports his belief by recording the re­

sponses of several people he interviewed concerning 

the popularity of movies, One such quote stated, 

"Wha t drives me to the movies is hunger for sensation, 

a tickling of the nerves arouse d by unusual sensations, 

fright . impassione d clashes , love scenes , crowd, pic ­

tures, unknown worl ds . "? In summary , film a llows one 

to experience undreamed dre ams of excitement , adven­

ture , drama , comedy, and romance i n one• s own ordinary 

life. Movies offer t he g enera l public a chance to 

escape to anot her world ; a bett er world . 

There are many ways in which movies provide 

an escape for the individual. To begin with , movies 

captiva te the audience and convince them that what is 

on the s creen is r eality . Since t he audience be­

comes immediate ly immersed in t he story line , there 

is no time to distinguish between r eali ty and f anta sy . 

This t ask of deciphering r ea l ity from f antasy becomes 

even harder as t he viewer identifies with t he characters 

a nd bec ome s emotionally and even phys ica lly inv olved 

with t hem. This identifica tion and personal entangle­

ment literally t hrust the viewer into another world; 

a world in which he experiences new things and perhaps 

even become s a new person. I n essence , movies culti-
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va te the Walter Mitty in a ll of us . 

This great escape , however , is not the total 

appeal of movies. 1,:ovies are popular for a variety 

of other reasons . Because film is an important part 

of our culture . it in£luences how the public thinks 

and what t he public does . Obviously many of the f ads , 

mannerisms . and life styles a re copied from the great 

film stars . During the fifties . Marlon Brando ' s cool , 

nonchal ant , controlled method of acting was imitated 

by thousands of teen-age boys , Typical teen-age boys 

could be seen standing on a street corner , t humbs 

hanging on tight jean pockets , a cigarette hanging 

from narrow lips and head lowered with slightly closed 

eyes looking up . This stance was stra ight from 

Marlon Brando ' s role in The Wi l d One or On the Water­

fron~ . It was the cool look that is s till with us to­

day but personified by more actors and a grea ter va riety 

of films : Robert Redford and Paul Newman in The Sting, 

Clint Eastwood in High Plains Drifter , Burt Reynolds in 

The Man Who Loved Cat Dancing or The Longest Yard , and 

Jack Nicholson in Chinatown. Yet film does more than 

just influence lifestyles . It creates a "kind of 

belonging " and develops a closer relationship among 

people . This relationship is established because 

these people have just shared a mutual experience 

and , as a result , are eager to discuss it . Obvious ly , 

film is the art of reality, for "film exposes to view 

a world never seen before . 118 
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WHC GOES TO SEE FILMS? 

~il m going used to be a family affair, but today 

filmmakers cater to a particular age group . It is 

estimated that about sixty- four percent of all movie 

goers are between the ages of sixteen and twenty- four 

while at least two-thirds of this group are under twenty 

and most of them are college bound . Statistics also 

point out that "for every book these college otudcnts 

read , they view twenty films " . 9 

In 1974, a study released by the Newspaper Advertising 

Bureau in New York showed that forty- one percent of 

the American adult population never went to movies . 

Statistics also state that ninety- two percent of the 

people in the eighteen to twenty- nine year old age 

category went to at least one movie in 1973 . Of the group 

in the thirty to forty- nine year old category, sixty- four 

percent saw at least one movi e during the year . In 

contrast , less than three out of ten persons who were 

over fifty years of age attended even one film . These 

statistics make it evident that the group of people that 

frequent the movies the most are teenagers , col lege 

students and young adults . 

AGE- -A CONCERN 

Because this group frequents movies the most , the 

film industry must keep constant tabs on the changing 
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ta3tes , moods, feelings, and social climate . They must 

also be constantly aware of what movies these people 

will want to see . ~incc the industry invests millions 

of dollars in each movie , producers must be alert 

to pick up new trends in an audience . 

Because Hollywood is in business to make a profit , 

many times creativity is sacrificed for revenue . 

rhe industry will continue ~o produce the kinds of 

movies that the public wants to see .mtil the public 

demands something better . rhus , one of the purposes 

of a film class in the secondary school is to make 

students more aware of the importance of film as an 

expression of creativity . If the industry is going 

to change , it will be brought about by a generation of 

knowlcdgabl e movie- goer::; who understand the true value 

of film . 

In an era when school monies are at a premium , and 

boards are s tripping curriculums to the bare essentials 

in order to emphasize the basics , one can ask the 

question is a fi l m class essential at the secondary 

level? To many it may seem as if the film class 

is an expensive way to entertain bored students . 

However , one of the main reasons why film should be 

taught is that it teaches visual literacy. 



VISUAL LITERACY 

David War~ Griffith ' s primary concern in creating 

films is summarized in the following quote ; "The task 

I an trying to achieve is above all to make you see . " l O 

This quotat ion reveals the importance of film study . 

Since man depends on his sense of sight to such an 

extent , he needs to be able to develop his sense of 

visual discrimination and become visually literate . 

A child•s first learning experience occurs 

through tactile awareness . This tactile awareness 

includes the senses of smelling, hearing , and 

tasting . Yet the senses are quickly augmented by the 

" iconic - the ability to see, to recognize and under­

stand environmental and emotional forces visually. 11 11 

From our earliest experiences , our needs and pleasures , 

fears and preferences are organized according to what 

we see . Without realizing it , we accept seeing as 

a natural , effortless phenomena . 

For those who see , the process requires very 

little thought and almost no energy; seeing is an auto­

matic physiological mechanism. The fact that the human 

receives in the seeing process , a tremendous amount of 

input without expending any energy is taken for granted . 

Sight is a process that is natural and suggests that 

there is no need to develop the abilities to see or 



to visualize. They are simply accepted as natural 

functions . It is dangerous to accept sight as a 

natural function , and consequently become negligent 
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in developing abil ities which will enhance the visual 

world . Just as any mental ability that is not exercined 

decays 9 visual ability d~cays . The result of this 

atrophy is evident in the simple act of seeing. 

Many children learn to label objects before they 

actually learn to see these objects fully . For example , 

the child that learns to be word dependent , hardly 

ever sees trees in all their many shades of green and 

different textured bark . Instead the child sees 

trees a~ an abstract visual concept ; as a green 

blob on the end of a stick . This unbelievable perceptual 

loss is also experienced in lost imagination . If that 

same child is asked ten years later in a creative 

writing class to recall the image of a specific tree , 

the word-dependent adolescent sees either no image 

or juot an image of a stereotyped tree . If the 

adolescent is asked to create a verbal picture of that 

tree and his visual ability has atrophied , he can 

only state that the tree has a trunk and a lot of leaves. 

He will be unable to comment on the texture of the bark, 

the colors of the leaves , the gnarled roots , or the 

haven the tree provides for the birds and squirrelso 

The adolescent ' s capacity for visual fantasy and 
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creativeness tas d:~inished . 

It is of concern to the educator why the child ' s 

capacity for visual fantasy and creativeness has 

diminished . The answer is threefold. First of all , 

today ' s educational system insists upon the supremacy 

of verbal thought , It is the system ' s distinct 

belief that "man thinks in words alone and that 

without words no thinking can take place , "12 

Therefore schools continue to operate in the reading 

and writir.g mode even though perhaps ninety percent 

of the stimuli to wh'ch the individual responds 

each day is visual or auditory , not written. Secondly , 

modern educational systems create a word-dependent 

vacuum. Even though st .. dents know the correct labels 

for objects , they very rarely aver "see'' those objects . 

Ironically , all that the ~ind ' s eye retains is an 

abstract visual concept , ~hirdly , the educational 

system deprives the student of tactile sensory experi­

ences and refuses to recognize the importance of the 

iconic . For these reasons , the educational system 

fails to provide students with the ability "to 

accurately intercept , interpret , understand , and 

create communic~tion in non-print modes , "lJ Because 

the educational system has denied the importance 

of visual literacy in a curriculum and refused to 

realize the fact that we are facing a visual gener~tion. 



visual fantasy and creativity have been destroyed. 

The educational system must re-evaluate its 

exclusive concentration on such verbal skill s as 

reading , writing and speaking. In addition , the 
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system must realize that visual skill s as well as verbal 

skills are necessary for survival in a media saturated 

culture . Thirdly , educators must realize they cannot 

assume that media materials will be comprehended; for 

all children do not see even though they have physical 

sight . This concept is best i l lustrated by the following 

story : 

A Ukranian gentleman- farmer , who was disowned 
after the Soviet Peval ut ion , lived as the ad­
ministrator of his estate , hundreds of miles 
away from the nearest railroad station. For 
fifteen years , he had not been in the city . 
A highly educated intel lectual , he received 
newspapers , magazines and books and owned 
a radio . He was up to date , but he had never 
seen a film . One day he traveled to Kiev and 
at that occasi on saw his first movie , one of 
the first Douglas Fairbanks features . Around 
him in the theater , children followed the 
story with ease , having a good time . The 
country gentleman sat staring at the screen 
with the utmost concentration, trembling of 
excitement and effort . ' How did you like it? ' 
asked a friend afterwards . ' Enormously inter­
esting ,• he repl ied, 0 but what was going on in 
the picture? ' The Ukranian farmer had ')een 
unable to understand; he did not see. 14 

Although the suggestions above are prerequisties 

for the restoration of visual fantasy and creativeness , 

the real key to restoration is visual education via a 

film curriculum. This type of curriculum is essential 



for the following reasons: 

1 . It vitalizes the sensory and imagina­
tive abilities . 

2. It provides vehicles that are frequently 
more appropriate to the thinker ' s needs 
than are language symbols . 

J . It encourages flexibility in thinking 
levels . 

4. It encourages the thinker to utilize 
thinking operations that are not "lithin 
the realm of language thinking .15 

~fore directly, visual education via film 
allows us to experience what is happening 
in a direct way; we discover something we 
never noticed or possibly never even 
looked for beforeJ we become aware through 
a series of visual experiences of something 
we eventually come to recognize and to know. 16 

Thus , the whole concept and meaning of a word has 

changed . To see actually means to understand and 

the man who is shown something has a much deeper 

comprehension of the subject than someone who is 

told about it . 

20 

Obviously , educators can no longer afford to 

ignore the importance of visual literacy. Visual 

literacy not only expands the ability to see by 

enabling us to understand and create visual messages , 

but it also confirms the concept that understanding 

and creating these messages can be enhanced through 

the study of film . With this in mind , the study 

of film is recommended as a means through which all 
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students can be made to see. 



DIFFERENCES BETWEEN THE FILM AND LITERA~URE 
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During the last semester of the 1976-1977 

school year , I taught the course , Tales of Terror , 

2J 

In this course , one of the major literary works 

studied was Bram Stoker ' s Dracula. As we completed 

the novel , my colleagues and I decided to s how the 

original film version of Dracula (based upon the Bram 

Stoker novel) in hopes that it would review s uch 

fine points of -the book as cha racteriza tion , structure , 

themes , and symbols . To our dismay , however , the film 

did not review these elements ; for it was not an illus ­

tra tion of the b ook , nor would it ever be . 

I t was obvious to me at this point that I had 

committed the unpardonable sin as a film teacher. I 

had viewed the film as a book illustrated. The film 

could never be a book illustrated, for a book is a 

verbal experience while a film is a visual experience , 

As George Bl uestone noted in Novels int o Film , »The 

end products of novel and film represent different 

aesthetic genera , as different from ea ch other as 

ballet i s from architecture . " l ? 

Some of these differences deserve careful 

consideration. One advantage of the writer is tha t 

he crea tes books for a small , literate audience . In 
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writing , the author has few restrictions placed on his 

creative effort . Another advantaga to the writer 

is that a book is usually read alone and can be read 

in a selected environment . Since the book is read 

at one·s leisure , the reader can stop "to ponder a 

thought or t o relish a feeling . "18 Thus in a manner of 

speaking , the writer is not limited by time or place. 

Filmmakers are not alweys afforded the same 

luxuries as writers . In contrast , filmmakers create 

for l arge audiences ; audiences that are often non­

discriminating , Fi l mmakers also have more restrictions 

pl aced on their creative efforts than do writers . These 

restrictions are epitomi zed in the form of the pro­

ducer , Lillian Hellmann , after writing the screenplay 

for The Chase , relates her dissatisfaction with film ' s 

restrictions by stating , "Decision by majority is a 

fine form of gover nment , but it ' s a stinking way to 

create. " 19 

Another way in which film differs from liter­

a ture is in the process of viewing . Usually when one 

views a film , he sits in a dark , dream-filled cavern , 

and , in addition, he is part of a large audience which 

is be i ng he ld spellbound by Hollywood ' s magic . Normally , 

the film runs uninterrupted and passes on in less than 

two hours . Unlike the reader , the film viewer has 

little chance to ponder a f avorite scene or relish a 



25 
savory moment . If he pauses to do so , he jeopardizes 

his understanding of the entire movie . Unfortunately , 

images that have been written on the silver screen 

move on . 

These differences become quite evident when 

listening to comments of disillusioned movie attenders . 

Such comments as , "The film was entirely different 

from the book , " reflect the keen differences between 

film and literature, Th is criticism is often given 

to a film which has been adapted from a book . However , 

the filmist does not conform to the set pattern of an 

author , but is a creator in his own right . This view 

is expressed in a recent article in The Engl ish Jour~al s 

The filrnist becomes not a translator for 
an established author , but a new author 
in his own right . What he adapts is a kind 
of paraphrase of the novel--the novel 
viewed as raw material . He looks not to 
the organic novel , whose language is in­
separable from its theme , but to characters 
and incidents which have somehow detached 
themselves from language , and like the 
heroes of folk legends have achieved a 
mythical life of their own. 20 

Thus , a film adaptation of a book is not meant to 

necessarily regur gitate the book , but instead it 

becomes a creative , new interpretat on. Many times 

adaptations retell. t he story in the terms of cinema , 

using visual images , edited shots , and mixed sounds 

to create a fresh version. 

The conclusion of a film can be structurally 



more acceptable than a novel . This is due to the 

fact tha t the film progresses on a continuously 

ascending plot line with fewer complexities . 

George Bluestone in his analysis says , 

The film's conclusion has the advantage 
of seeming structurally more acceptable . 
Its •new logic ' affords a continuous 
movement which , like a pro jectile, carries 
ever ything before it . The movie solution 
satisfies expectations which are there in 
the novel to begin with and which the 
novel ' s ending does not satisfactorily 
fulfill. 21 

Therefore , the film becomes an extension of the 

actual novel. 

In previ ous paragr aphs contrasting the 

differences between film and literature , the allus i on 

to language has been made . Language consists of 

vocabulary, grammar , and syntax. In both literature 

and film , the use of these various language elements 

is evident . However , the modes of expression for 

each of these element s are quite different. In 

Richardson's book , Literature and Fil m, he discusses 

how language is expressed in film. He states that , 

"the vocabulary of film is the simple photographed 

image ; the grammar and syntax of film a re the editing, 

cutting , or montage processes by which the shots are 

a rranged . "22 In reality , film has an immense , 

virtually unlimited language . 

One of the ways in which the film reveals this 

unlimited use of language is through its rich 
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Qnd varied means of expressing action as verbs 

express it in writing . The film has a built-in 

w~y of obtaining the force and the movement which , 
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in prose , comeo from verbs . According to Ri chardson , 

there are three reasons why the film can express verbs 

so wells 

1 . Picture s c n be t aken of things that 
a re moving . This en~bles the filmmaker 
to communi cate a distinct image quickly 
to the viewer . This same im~ge would 
t ake the writer much longer to communi­
cate to the reader. Therefor e , visua l 
images are more efficient . 

2 . The camera can move even if the sub­
ject stands still. In moving t he camera 
three hundred and sixty degrees around 
~n empty room , one adds the verbal forc e 
of turning , seeing, and f ollowing to a 
scene which in reality is utterly 
mot i onless . 

J . By using editing , a series of st tic 
shots can be joined tog ether in Sych a 
wny a s to produce a powerful t ension , ~ 
sense of latent energy . an expecta tion of 
mot ion that is hard t o express in prose 
since one would need langj~ge t hat was at 
once sta tic but compreesed like a spring . 23 

Thus , the filmmaker has the 3dvantage of the fil~ 

presenting ve rbs in a dynamic , visua l manner . 

The contrast between film and litera ture 

c qn b e seen in the use of im.gery . Because l anguage 

is by nature an imag e or s ymbol making process , 

literature has a lways excelled in making conscious 

use of it . Compared with l iterary imagery , film 

im g ery haG baen r e lat ively s i mple . However with 
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the emergence of bolder editing in filming . t he 

imagery is becoming more sophisticated and subtle . 

Universality , the ability of a piece of 

literature or film to be applicable to man at any 

given period of time , is another contrasting feature . 

s · nce literature does not depend on topical material 

such as dress , manners , :nd fashions of the d~y , there 

is no distracting detail,and , as a result , nothing to 

date the piece of literature • . Therefore , literatJre 

tends to be vivid , fresh , and applicable even though 

it is being read four hundred years after it was 

written. Unlike litera ture , the film does depend 

on topica l material . Thus , l itera ture tends to 

b e less limited by time ~nd , consequently , is more 

universa l in nature than film. 

One of the problems of filmmakers concerns 

t h e ability to evolve a film g r ammar which is as 

supple , as varied , or as precise as written language , 

Although film cannot adequately compete with the 

written l anguage in this a rea , it is developing 

a basic verbal language . In h is book , Literature 

and Film, , ich~rdson lists some of the filming 

techniques which are utilized to communica te a 

simple language . Thes e techniques include : 

1 . A fade-out followed by a fade-in 
signifies that time passes . Also 
flashb~cks show passing time . A mist y or 
slow motion shows future time . 

2 . A dissolve means meanwhile in 



another place . 

J . A close up emphasizes or underlines.24 

The filmist is continually striving to develop 

a more precise film grammar. 

In the areas of abstractions and complicated 

logic , film language appears to lag behind the 

written language . It is very difficult for film to 

compete with the subtle and controlled prose of a 

t alented author. As a result , film logic appears 

to be limited to the type that is developed by 

analogy or that is drawn as a conclusion from a 

mass of evidence . 

In summary , the differences between the 

medium of film and literature are basic . While 
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film relies on the visual image , editing , and montage 

processes , literature depends upon the printed word . 

Each narrative form possesses a distinct language , 

but the language of the literary form is much more 

sophisticated. It is suggested and predicted by 

many critics , however , that film language's infancy 

will blossom into a mature , graceful , and forceful 

adulthood. 



SIMILARITIES BETWEEN THE FILM AND LITERATURE 

J O 



I n spite of the differences between the film 

and literature , there are many point s a t which film 

and literature are united. This unifica tion can be 

clarified by considering the dependence of directors 

upon literary forms . 

As soon as the s ub ject of f i l m went from 
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the animation of still photos t o story telling, it was 

inevitable tha t literature would become more invi-

ting f or two r easons , ( 1 ) I t was likely to be safe from 

the threats of censorships and (2 ) it was l ikely to 

be known and popular with movie a udiences , Novels 

particularly became the unlimited resources for story 

departments . This concept is best illustrated by 

the car eers of D. w. Grif fith and Sergei Eisenst ein, 

D. w. Griffith' s r elia nce upon literary forms 

is evidenced by such adapt ations as Jack London 's 

Jus t Meat , Tolstoy's Ressurrection, and Reade's The 

Cloister and the Hearth t referrals to images and 

techniques dr i:i.wn from Whitman 's "Song of Myself" and 

"Intole·rance t'r and constant mention of Dickens 

as a source for all films innovations . More speci­

fica lly, Griff ith used passages from Dickens to 

illustrate the di ssolve , the superimposed shot, t he 

close-up , the pan and parallel editing . 25 



~ike Griffith , Eisenstein a lso r a nsa cked 

lit erature for exa mples and lessons. Eisenstein 

f i nds support for his theory of montage and illumi n ­

a tion in the epigraph to The Film Sense which is a 

quote from The Road to Xanadu by John Livingston 

LoweJ6 His writings suggest that a filmma ker can 

lea rn to edit more effectively from the poetry of 

Shelley a nd Ke a ts , Clearly then, hisenstein does 

more than f a ll ba ck on litera ture for support. H~ 

1dvocAtes the study of literary technique a s a n e ­

ces s a ry prepa r a tion for the filmmaker. 

Feature films and literature are both 

primarily concerned with telling stori es . This 

char a cteristic a ttributed to the e arly popularity 

of bot~ for ea ch represented an imagina r y world of 

adventure and fantasy ., I n the nineteenth and ea rly 

twentieth centuries , people crowded the docks of 

New York in order to find out the l a test installment 

of Dickens--whether or not Little Nell was de ad . 

Likewise in the early twentieth century, people 

f locked t o thei r neighbor hood thea tres to see t he 

newes t i ns t a l lment of Perils of Pa uline . This 

r epresenta tion of adventure and f antasy through 

t h e art of effective story telling is still 

r esponsib le for the popularity of both books and 

J2 

films today . Examples of this phe nomena are evidenced 
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in t he James J ond books and f ilms of t he ~O•s and 

t he f ilm vers ion of The ~odfat her i n t he ?O•s . 27 

Litera ture s erved a s an early influenca 

on fi l m s o t hat terms such as plot , i r ony , t heme , 

point of view, i magery , figur es of spee ch , symbolism, 

and tone ar e identifiable i n bot h media. Thus 

in a comparison of film and lit er a ture , these 

various literar y concept s must be cons i dered . 

Char :a- cteriza tion is one way in which 

the film and liter a t ure are s i mi lar. Thi s is 

par t i cul arly t rue if one v i ews characteri za tion 

~s t he author's or fil)nist•s crea tion of a per­

sona l : t y who t akes on actions , t houghts , expresssions , 

and a t t i tudes unique and approprla•~ to t hat per -

sonali t y and consi stent with it.2a· , Both 

create such a persona l ity , i t i s onl y t he medi um t hat 

di ffers . The a ut hor cr ea t es t hi s per son lity t hrough 

words while t he f ilmist s el ects visual i m~ges . 

The degr ee to which ~n aut hor or f ilmmaker 

c ... n make a char acter come a l ive is another mark of 

his skill. ~ha t i~ t he acti ons , s t ~t ement s , and 

t houghts of a particul ar char acter must a ll be what 

a hum· n beinr is likely t o do , s ~y , and t hink und er 

given circumst ances . If a fictiona l or pict orial 

char acter i s going to be a ccepted by t he readers 

or viewers , he must follow the standar d of pro b-



bility. It is through ttis standard that the 

reader and viewer develop empathy and identification 

with the character . If the characters are not true 

to life , both the literary work and the film will be 

t.nsuccess ""ul. 

In both literature and film , plot is most 

simply defined as the story 1 · This storyline is 

characterized by a series of planned yents tJ at are 

arranged in a particular order . J'hese events not 

only have a beginning. middle , ad an end , but they 

are closely related to each other . In fact , these 

events are so closely related th-tone incident can-
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not be withdravm without destroying the entire sequence 

of events . Plot ~ust also develop co:'lfl:ct or a 

ctrub e wetween the character forces . This , causes 

a cri~is and creates the turni!lb point of the story . 

One advantage that fil"ll has corcerning plot is that 

the film brings the resolution or conclusion to the 

audience visul!!.lly . This visual resolut;on seems to 

br • 11t,; more satisfaction to the viewer since it is 

more co!lcise and tidy . This attit~de is expressed 

in the following quotation, 

The f:lm's conclus · on has the advantage of 
~ec Jin str~cturally more ~cceptable . Its 
•new log i c ' a ffords a continJous movement which . 
like l projectile , carries everythine, before i+ . 
The movie solution satisfies expectations which 
a ra the~e in the novel to begin with and which 
the noveJ ' s endj ng does not satisf· ctorily 
ful""ill. 29 
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':'his q .rnt"+ion reveals , in addition , that the 

elements of plot which are present in literature 

are ~1s0 present in the structure of fi l m. 

Both literature and film rely upon theme 

to convey their message ; f or theme is the basic 

idea presented in both mediums . It may touch on 

any aspect of life and may sometimes make a specific 

observation about l ife. Theme is usually made 

concrete through characters , actions . imaees or 

ob j ects. This concept can best be illustrated by 

John Ford ' s adaptation of Grapes of Wrath . In 

one particular sequence from the fi l m, the Joad 

family is departi ng for the promised land . As we 

look closer , lfa Joau has finished bur ning relics from 

her past , and Grandpa Joad is complaining because he 

has to leave his land. As he continues to speak , 

he makes it known t o all that a r n should be able 

to grow old and die on land that he ' s known all of 

his life . It is made evident to the viewer that Joad ' s 

family reaches out to him with tender concern. They 

have accepted the inevitable and are ceady to face 

the future with courage . In both mediums then , Ford 

and Steinbeck have exhibited strong themes . These theMes 

are man ' s rev erence for the land , a f i rm belief in the 

family , and an appeal f or human dignity J O This illustra­

tion also points to another definiti on of theme which 

is a broad universal statement concer ning the values 
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of man . John Ford's film,like Steinbeck ' s novel , 

derserves close examination for both depend upon 

theme to communicate their message which concerns 

the universal va lues of man. 

The concept of point of view is important 

in the study of both literature and film because it 

influences the way the reader or viewer interprets 

character , plot , and theme . Point of view is a term 

most commonly used to describe the way in which the 

reader/viewer is presented with the materials of the 

story or the vantage point from which the author 

presents the actions of the story . Fi lm, as litera­

ture , is capable of presenting various points of view. 

For example , in first-person narration in 

fiction , the point of view is usually limited by 

what the speaker has experienced. In f ilm, this 

point of view is expressed with a subjective camera. 

Film can be beneficial in teaching thi s point of 

view because the audience is shown certain situ­

ations from particular a~.gles as one character 

experiences them. 

The objective approa ch of film is compara­

ble to the third-person omnisc ient narration in 

literature . The audience is trea ted as a third 

per son watching the events of the story. Just as 

the choice of particular words shapes the effects in 

third-person omniscient narration in literature , the 
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oelectlon of shots in film provides a structuring 

element for rresenting this point of view.Jl 

Therefore , point of view bec omes another method in which 

the film3.st and ·1ri ter create their desired effect . 

Th e successful write r or filmist realizes 

the importance of imagery in his work. Imag ery ·s 

~ broad term referring to the c omparison of an .object 

or i d ea to something else . The use of i mag ery is an 

a ttempt by whi ch ~n author/f~lmist relates some t h ing 

h e wishes to express t o some tr.ing the reader/viewer 

has experience d or can easily i magine as his own 

experience . Th is i s accomplished throug h the use 

of analogy . Also i mae;ery r e l i es heavi ly en the 

experiences of s ense to relay i t s message. 

mh e f i l mmaker i s able to cre~te a l imited 

type of imagery on the s c re en . Perhaps one of the 

most suc cess f ul ways of expressing imagery in films is 

by appe a l i ng to tre v i ewer ' s sense experiences . 

I t is not d ifficult to r ecreate the m v i suall~ . 

An ex~mpl e of t h is is t hat a filmi s t mi ght picture 

a perfect ros e t o s how t h e r omantic i nvolvement of 

two characters i n h is story. It is easy for the 

audienc e t o make this a na logy by v i ewing the r ose . 

Another w~y i n which a filmmaker can a chieve effective 

im~ery i s t hrough the t e chni que o f superimposing. 

It is difficult f or the f i lrni ~t to c ompete 

with the t a lented writer i n creat ine, e f f ective 



imagPry since imagery is vitalized and embodied by 

words . }.owever, filmmakers are striving to achieve 

nore meaningful ways of presenting imagery in films . 

The skilled writer and filmmaker use the 

JS 

l iterary technique of irony to help communicate their 

.. tessage . The term irony usually describes some type 

of ambiguity or indirection. In literature, irony 

implies a compliment by the writer to the reader; 

for it indicates that the writer can see through the 

surface statement , 

Similarly , when a filmmaker uses irony , he 

expresses confidence in the viewer in that he expects 

the viewer to be able to aee beyond the obvious . 

Perhaps , the type of irony that is best presented 

in films is irony of fate , the will that mocks the 

plans of man. This type of irony occurs i n 

The ~lanet of the Aues , 

An astronaut . wishing to escape the 
mad , fatalistic frenzy the earth is 
turning on itself , goes to a planet 
located in the future . He discovers 
that i t is inhabited by human-like 
apes . He finally escapes from the 
apes and ~inds , in the closing s hot , 
that he has never left home . He sees 
or the beach the shattered hulk of the 
Statue of Liberty . J2 

The filmmaker dramatically reveals that the best 

made plans of man are often interrupted. 



The worlds of literature and film depend on 

fig ures of speech to create vivid images and im­

pressions , At a young age , students are introduced 

to this literary concept , One such example , with 

which students are .familiar , is the metaphor , a 

fig ure of speech defined as a comparison between 

two objects . Althoug h film is limited in direct 

metaphoric expressions , i t can achieve metaphoric 

effects by j uxtaposing or blending images , The 

filmist uses the montage to create such an effect. 

tl.etaphor in films also occurs when an object is 

photogr aphed to look like something else , 

Another figure of speech which is found in 

~ilms is per sonification. Personifica tion g ives 

i nanima te objects human qualities . This figure of 

speech is so easily presented through the medium 

of film that it becomes an excellent tool for 

illustra ting this literary concept . In The Wizard 

of Oz , trees are shown in active resentment against 

Dorothy. JJ The film technique of anima tion also 

illustr ates personification excellently. Throug h 

this techniq~e , inanimate objects assume human 

ch?r a cteristics . In doing so , these cartoons give 

us an enjoyable and , yet , disturbing insight into 

human behavior. 
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A symbol in literature occurs when a 

concrete object becomes representative of an ab­

stract idea . Si nce film deals primari ly with 

visual images , it is very adept at symbolism. 

Through the use of these visual imag es , film is 

able to a chieve the same effect as symbolism does 

in literature . However many times , this effect is 

presented mor e dramauca lly in films . Through proper 

editing and planning , a simple , ordinary object can 

express or represent a complex idea in such a way 

that the audience cannot miss the symbolism. In 

literature , however , the reader may have a more 

difficult time in interpreting the symbolism since 

it is not visually s h own to him. 

An example of symbolism, where a simple 

object represents the crux af the movie , occurs in 
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the film, High Noon. In this film, a sheriff ' s badge 

tha t is thrown to the ground represents the contempt 

the sheriff feels towar d the town ; a town which would 

not support h im in his endeavor to keep law and order ,34 

It is not difficult for the reader to understand that 

the badge is a symbol of thi s contempt . 

Another concept which is discussed frequently 

in language arts classes is tone. In literature , tone 

refers to the author ' s attitude toward his work and/ or 

audience . It is indicative that +one controls responses., 



and , as a result , reveals the stature of the writer. 

A writer attempts to control tone so that it becomes 

an integral part of the meaning of his writing. 

He achieves this control by carefully synthesizing 

his style , structure , and ideas . 

In a like manner , the filmmaker also u"Ses 

tone to communicate the meaning of his film. Also 

the filmrnakens ability to control tone can serve as 
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an evaluative measurement of his ability • .By employing 

the technique o~ subjective and objective shooting, 

various angle shots , montage , lighting , and careful 

editing , the crea tive ~ is able to control 

tone . 

In conclusion, there are many similarities 

between liter ature and film, and yet each is a unique 

art form. The preceding paragraphs have recognized 

this uniqueness and have not i ntended to suggest 

that one medium is superi or to the other . Instead 

it is believed that film and literature actually comple­

ment each other; they should co-exist in the classroom. 

Although the main pur pose of a film is to 

entertain, it can also be used as an instructional 

tool . The fil~can serve as a means of reinforcing 

literary concepts that have been difficult to under­

stand, If films are carefully selected , they can 

elicit positive student responses and generate 

enthusiastic discussion. 





STRENGTHS AND WEAKNESSES 

Strengths 

The strengths of my progr am are three 

fold . The first strength can be stated i n 

terms of actual curricular mat eri als. These 

materials coincide with t he books, Reel Pl asti c 

Magic , Understanding Movies, and Shootout On The 

Sil ver Screen. Since none of the film teachers 

have ever been supplied with teacher guides for 

these books, I fel t a need for constructing ob­

jectives, worksheets, activit ies, tests, and 

quizzes for each chapter that appeared in these 

books. Almost all of these mater ials are original 

and should be of gr eat help to both a new fil m 

teacher and a more experienced film t eacher, 

These materi al s should also provide the film in­

structor wi t h more t ime to read and study film 

history, film techni que, and f ilm theory. 

Another s t rength of my program is witnessed 

in the sugges t ions that are g iven for the actual 

process of fil mmaking. The points that are in­

cluded in this section stem from personal experi­

ences that I have had in my f ilm cl asses. These 

insights should create a more organized process 
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a nd s hould s ave the new film t eacher from many 

excedrin headaches . 

The final and most important strength of 

the prog ram is that it provides sound reasons 

for film study. I n a time when film s t udy is in 

jeopardy , these reasons should stifle the cries 

of •ba ck to the basics~ . For what could be more 

basic than man and his perception of himself and 

his environment:t 

',leaknesses 

Because this program is part of the Hazelwood 

curriculum there are particul ar constraints that 

have been pla ced upon the program. These restric­

tions h a ve created several basic weaknesses . They 

a re as follows , 1) time , 2) cl~ss size , and ) )in­

accessibilities of monies for film rental . 

The first weakness , the limitation of time , 

is evidenced by the twenty weeks given to ~ilm st~dy 

and the three textbooks designated for the course . 

These textbooks cover the vital areas of film his­

t ory , film technique , and film theory . Beca use 

seven weeks must be given for the filmmaking proces s 

and several weeks are consumed by the orientation 

unit , the teacher is very limited, Ten weeks or 

less i~ not enough time to develop an a dequate 

s t udent understanding of film history , technique , 
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a nd theory. 

The second weakness of the program ma kes 

itself known duri ng the filmmaking process . This 

weakness is class s ize . The s i ze of t he film class 

z reatly affec ts the amount of attention the teacher 

can g ive to the student. I f the t eacher has a cl ass 

load of thirty , it is almost i mpossible to talk 

with each film group during one period . With that 

many students, it is also impossible for the teacher 

to accompany the group out of the classroom to the 

area they have designated for filming . Film teachers 

may find it necessary to utilize teacher assistants 

from their department; but the monopoly of the assis­

tant creates problems with colleagues. As a result , 

many students are sent out of the classroom to film 

without a teacher to supervise . Their promise of 

good behavior is the film teacher ' s only hope . 

The third wea kness focuses on the inaccessibility 

of departmental monies for film rental . 3ecause monies 

are not available , all the movies that students view 

a re on loan from the St. Louis County Library or 

County Audio Visual. Although these films offer 

short examples of such recent film classics a s 

On The Waterfront , Hi gh Noon, Shane , and Little 

Big ~an, the student does not benefit as greatly 

a s he would by seeing the entire film. Even though 

my film program develops visual literacy , exposure 



to such rental classics as Citizen Kane could only 

enh~_nce the developmental level of visual literacy . 

The final weakness of my program is not the 

result of any restraint created by the school dis­

trict . Instead it is a weakness created by the 

author of the program. This weakness is the lack 

of affective activities within the film program. 

In order to develp and maintain a strong program, 

an abundance of affective activities are a neces­

sity . 
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REcor~1MENDATI0NS 

Because of the significant amount of 

material that is t o b e covered in the film 

program and b ecaus e of t h is material ' s value 

as a tool t o develop the student ' s cinematic 

awareness , it i s recommended tha t the film 

program be extended f rom one semester to four 

semesters . Each s emester would be a prerequisite 

for the n ext semester. The content of each se­

mester would b e as follows : 

Semester I : An Histor ical Study of 
the Cinema 

SemeRter I I , The Study of Film Te chnique 
and i ts Application 

Semester Ill : Comparison of Literature and 
Film 
The Study of Film ~h eory 
Viewing and Analyzing Film 

Semest er I V: The Creation of a Film 

8J 

The content of the third semester calls 

attenti on t o another recommenda tion for the film 

program. Si nce the core of this semester is viewing , 

which incl udes the development of perception. film 

rental monies must be included in the Communication 

Skills ' budget . If monies a r e allotted for film 

rentals , the teacher could then supplement the pro­

gram with v ideo taped movies from television. One 

or two classic films however , are necessary to develop 

the viewing process . 



The final recommendation for the film program 

stems from the proposed fourth semester; this semes­

ter focuses on the creation of a film. Because the 

process of creating a film requires so much teacher 

direction and small group instruction, and because 

film classes are so large , it is recommended that 

a team of teachers be assigned to this semester ' s 

work . It is also sugg ested tha t during this semester 

film class be scheduled back to back with an alter­

nating physical education/study hall class . Thus , 

on the days that the student would normally have 
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a studyhall , it would be possible for the film teacher 

to have a two hour lab class . Even though this 

presents a number of problems for school counselors 

and administrators , it is essential that a lab period 

be integr ated into the film class schedule . 

In conclusion then , my recommendations are 

threefold . The first recommendation stresses the 

need for a four semester film progr am. This expanded 

program would provide adequate time for the study of 

film history , film technique , film as literature , film 

theory , and the creation of film . The second point 

emphasizes the need for film renta l monies to be in­

cluded in the Communication Skills budget . Although 

the student ' s level of visual literacy can be developed 

without these monies , film rental monies are needed to 
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develop visual literacy to its maximum potential . 

My final recommendation suggests t he need for 

smaller class l oads and emphasizes the idea of 

creating a two hour film lab. Since film i s an 

individualized course and since the student needs 

extended periods in which to work , this recommenda tion , 

like the rest of the recommendations , is a vital 

component of a successful film program. 
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