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straight off the deep end,
indicating apain that the
British are slightly more
sluggish than their U.S.
counterparts in respond-
ing to the mating-call of
the scenario-writer. Or
perhaps it merely indi-
cates that British screen-
plays, in general, ap-
proximate rather more
closely to real life,

However, the time
element is not the only
factor to be noted in
analysing the boy-meets-
pirl situation in  the
cinema. Just as import-
ant are the circum-
stances in which the
meetings are shown tak-
ing place—whether the
divine spark is struck as
the result of a purely
accidental or unorthodox
or casual first encounter
between hero and hero-
ine, or is the outcome of
a first encounter in nor-
mal and “unglamorous”™
circumstances, for ex-
ample, by the boy and
girl being introduced to
one another by a third
person. To meet in some
way by introduction (car-
ried out with wvarying
degrees of formality) is,
after all, probably still

the basis on which the

majority of real-life ro-
mances begin., But it is
altogether too mundane

and unexciting a starting-point for the
average scenario-writer, He prefers to
launch his characters on their course to-
ward matrimony from much more un-
orthodox rocket-sites.

When one studies all cases of the
hero-meets-heroine situation in the 300
films (whether L.AF.S. or L.A.G), it
is found that 69 per cent of them de-
pend on unusual meetings—that is. situ-
ations, such as the boy rescuing the girl
from danger, which the average young
person would have little chance of en-
countering in real life—while only 31
per cent arise from meetings in normal
or probable circumstances. It may also
be noted that, in Hollywood films, 83 per
cent of cases of love at first sight be-
tween hero and heroine occur in un-
usual circumstances, the corresponding
figure for British films being 67 per
cent. The DBritish were ever more
formal and more likely to insist on a
proper introduction even when instan-
tanecusly smitten.

To a surprising extent the Love-At-
First-Sight formula is not merely im-
plicit in the majority of screen plays:
it is explicitly acknowledged and. of
course, approved of, in 10 per cent of
ell cases. The hero himself admits that
he was smitten when his eyes did see
Olivia first—or Jane or Mary as the
case may be,

Here are a few random examples of
L.AF.S. from the 300 films:

In Tension the herc accidentallv knocks
the heroine off a ladder, catches her in his
arms., Love ia born on the spot.

In On the Town, one of the sailors sees
in & newspaper the photo of a beauty-con-
test winner, falls in love with it, estimates
his chances of meeting her in person in
New York, and the next moment bumps into
her. A case of love at first impact.

LEFT: “On the Town“—"a case of love at first impact.” BELOW:
“The heroine is attracted to the hero when she sees him in o
fist-fight''—a scene from “Captain China”

In The Lady Takes a Sailor, the heroine
is thrown into the sea and rescued by the
hern whea his one-man submarine surfaces
underncath her vacht, Inside she is jolted
into his arms. Later he confesses his in-
stantanecus love for her, while thinking she
is unconscious., .

Iu Stage-Cosach Kid. hero rescues heroine
from stage-coach hold-up: immediate bicker-
ing does not conceal mutual attraction,-

In Key 10 the City, the heroine, a public
official. enters the hero's private apartment,
thinking it is a committee-room: the hero
nistakes her for a night-club girl, and starts
meking pssses at her. Later thev fatl into
each ather’s arms as the result of an acci-
dent.

In Singing Guns, at first meeting, the hero
knocks gun from heroine’s hand: et second
meeting he grabs and kisses her; she burns
his neck with cigarette, then passionately
reciprocates  embrace.,

In Gay Lady, the boy drops into backvard
of girl's house from a balloon. -

In Diamond Citv, the hero bumps into
and upsets the collection-box of heso.ne. a
nussionary.

In The Greatr Lover, the first sight of the
heroine takes the hero’s mind off the girls
of Paris. and induces him to follow her
on to a liner for the U.S., to pursue the
romance. ’

In The Dancing Yeurs. the heroine, an opera
singer, walks into an inn-vard. hears music
composed by the hero. and starts to sing it.
Tuey adimit that under the influence of this
music they fell in love at first hearing.

In Caprain China, the heroine is' greatly
attracted by the hero when she sees him in
& vivlent Hst-fight: he Kisses her hard to
annov villain: she pretends to be annoyed,
but obvicuslv isn't,

In Holidav Aftair, the here . poses as the
heroine's husband 1o ret her . out of a jam
in a shop, and kisses her, She is engaged to
be married to a nice, substantisl type—‘a
wonderful fellow but not romentic.”” On the
other hand. the hero is charming but erratic,
a rolling-stone. The whole emphasis of this
film is on the me.its of romantic and ex-
citing love as opposed to ‘‘sensiblé’’ mar-
riage. The hero savs, “It is impoasible to
be safe sud secure when vou are in love.”

Y * I

HIS survey has estabhshed then,

that love (and merrmge) in the
movies is usually a matter- entirely of
impulse — something  yo can, and
should. have no control over. It has
demonstrated statistically that in every
two out of three films cantaining g ro-
mantic element the heroes and heroines
fall in love almost literally at first sight,
and in romantic circumstances likely to
be outside the experience of the aver-
age member of the audience. The gen-
eral emphasis is certainly on the un-
orthodox, the glamorous, and the physi-
cal

However, the purpose of this article
is not to draw conclusions, pass judge
ments, or suggest remedies. That wul
possibly occupy tHe attention of others,
and of myself, in another place. Yet one
point needs to be stressed here.. To
single out the cinema for criticism would
be grossly unfair.

Because of its easy accessibility, be-
cause it is this country’s major form of
entertainment, and because of its direct
visual impact, the cinema has special
powers and therefore should have special
responsibilities to its audiences. Yet
when this factor is taken into account,
the treatment of the boy-meets-girl situ-
ation in the movies, and the assumptions
on which it is based, are no different from
those of a good deal  of “respectable”
fiction as well as of comics and pulp
literature, of radio serials, of television,
or popular songs, and of many forms of
edvertising. All of them reflect—al-
though often in an exaggerated form——
the underlying attitudes and habits of
our scciety, Therefore, when we accuse
any of the mass-media of communica-
tion and entertainment of inculcsting
and fostering a false sense of values and
wrong standards of behaviour, we are
really putting 20th Century Western
civilisation itself on trial.
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