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Executive summary

What is reported

1. This document reports on cultural practices associated with film and television
and their relations with social divisions among the contemporary British population. It
focuses on the relationships between cultural tastes and knowledge as expressed in
film and television preferences, and ethnicity, social class, gender and education. It
engages with these issues by exploring how cultural capital, a resource for the
transmission of privilege across generations and for marking class distinctions, is
implicated in the media field.

Methodology

2. The study is based on a multi-method approach combining focus group
research, a national statistically representative survey of the UK, a qualitative study of
a sample of the households which participated in the quantitative survey, and an
investigation of a small sample of business and professional elites. Fieldwork started
in March 2003 and finished in July 2005.

3. Comparisons are made between the main sample and an ethic boost sample
drawn from Britain’s three largest minority ethnic groups: the Indian, Pakistani and
Afro-Caribbean communities.

Summary of key findings

(a) The media and ethnicity

4. Members of minority ethnic groups have a strong involvement in film culture.
They go more regularly to the cinema than the rest of the population and are more
likely to own collections of film and video, as well as to watch film clips on the

internet and accessing news and sports.



5. Digital, satellite and cable television are accessed in greater proportions by
minority ethnic groups, although the internet is accessed less relative to the rest of the
population.

6. While the Indian respondents watch the least weekday television, Afro-
Caribbeans and Pakistanis are close to the norms of 6 to 7 hours of the main sample.
But they watch television more often with other family members as a consequence of
their having larger households than the main sample, except for Afro-Caribbeans who
watch television mostly by themselves.

7. Indian respondents mostly watch BBC1, with little involvement in ITV and
channel 4. Afro-Caribbeans find Channel 5 more appealing than other groups, while
Pakistanis have a viewing profile similar to that of the main sample but prefer
Channel 5 in greater proportions.

8. While minority ethnic groups are less fond of soaps as a genre, responses to
particular soap operas show a strong contrast between Eastenders and Coronation
Street, with minority ethnic groups showing higher levels of preferences for the
former than the main sample and very low levels of interest in the latter. This
suggests a preference for metropolitan cosmopolitanism and a distanced relation to
northern working class culture.

9. Minority ethnic groups also show little liking for programmes that embody the
values of ‘Middle England’, preferring American and Australian imports. This is
echoed in the lack of interest in the classic signature of ‘quality’ British cinema like
costume dramas and literary adaptations.

10. A double orientation to specifically British aspects of film and television
culture is evident among second generation migrants. On the one hand, there is an

adaptive practice of engagement resulting in higher levels of involvement than first-



generation migrants; on the other hand, a critical relation and distance is also
registered in relation to certain practices as a way of maintaining a different identity.
12. Second generation migrants have a more active relation to film and television
culture than they do in relation to many other aspects of publicly funded culture in
Britain.

(b) The media and class, age, and gender

13. The sharpest differences here refer to age. Younger respondents go to the
cinema more often and are also the most likely to use the internet to watch film clips.
Those in higher occupational groups go to the cinema more often than respondents in
routine occupation. Gender makes little difference to participation in film.

14. There are also no marked gender differences in participation in television but
age is again a key discriminating factor: older viewers watch more television. This is
an inversion of participation in film culture by age. The situation is similar regarding
occupational class: while those in higher occupational groups go to the cinema more
often, it is those in lower-level occupations who watch television the most. The more
educated also watch less television.

13.  Gender is the most relevant discriminator of film tastes, strongly polarising
film choices and preferences, and is closely followed by age in this regard. Younger
audiences with high levels of education are a particularly distinctive audience
segment.

15.  Many film tastes are shared by all classes, particularly for mainstream
commercial cinema. However, the members of higher occupational groups prefer
dramas and literary adaptations or science fiction and crime, routine workers prefer

westerns and those who never worked prefer comedy. The strong preference of the



intermediate class for romance reflects a predominance of women in this occupational
group.

16. In terms of television channel choices, BBC1 and ITV1 are, across the board,
the two most preferred channels, but BBC1 (and BBC2 and Channel 4) have stronger
preferences among the higher educated whereas ITV1 and Channel 5 are more
popular with audiences with lower levels of education. Age differences are implicated
in preferences for television channels.

17. Gender strongly influences choice of satellite and digital channels with, for
example, women watching more lifestyle and hobby programmes while men prefer
documentary and sports channels. Younger viewers prefer music channels. Gender
also polarises television choices in the terrestrial environment. This is illustrated, in
the most extreme cases, by women’s high level of preference for soap operas and
men’s equally marked preference for sports programmes with very little gender cross-
over in either case.

Policy implications

18.  The differential forms of participation in film and television culture associated
with ethnicity, social class and level of education show that both are implicated in the
processes through which social inequalities are produced and reproduced in
contemporary Britain.

19. The explanation that is offered to account for this by drawing on cultural
capital theory question some of the formulations of social exclusion policies.
Inequalities are evident in the relational nature of media preferences and practices
across complexly articulated age, gender and class positions in ways that question the

logic of a division between a ‘mainstream’ and the socially excluded.



20. A cultural capital approach similarly points to a different way of
understanding and engaging with the different media tastes and practices of minority

ethnic groups than the morally integrative concerns of social cohesion theory.



Introduction

This report arises from a broader research inquiry into the relationships between
cultural practices and the forms of social division and difference that characterise the
relations between different sections of the population in contemporary Britain.' Its
primary focus is on the relationship between forms of participation in, knowledge
about, and preferences for different kinds of film and television, and the ethnic, class,
gendered, and educational characteristics of our respondents. However, we shall also
take account of our more general findings where these help to illuminate the
relationships between, for example, tastes in the visual arts and the pattern of likes
and dislikes for television genres, or the relations between people’s literary and
musical tastes and their film preferences. This will serve as a useful means of
identifying the specific place of media practices within the organisation of the field of

- 2
cultural consumption as a whole.

The evidence on which we draw in the report is both qualitative and quantitative. The
quantitative data is provided by a survey of a nationwide representative sample of
adults resident in Britain at the time the survey was administered (November 2003 to
March 2004).> This survey comprised a main sample of 1564 supplemented by an
ethnic boost sample of 227 drawn, in roughly equal proportions, from Britain’s three
main minority ethnic groups: the Indian, Pakistani and Afro-Caribbean communities.”
The questions we asked in this survey were designed to explore the relations between
the respondents’ cultural tastes, the cultural activities they participated in, and their
knowledge of selected cultural items on the one hand and, on the other, varied aspects

of their social backgrounds: their genders, occupations, class positions and
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identifications, ethnicities, incomes, educational backgrounds, etc. These questions
reflected the prior knowledge we had acquired of the cultural interests and activities
of different sections of the population through a nationwide programme of focus
group discussions conducted with groups recruited from a diversity of social
backgrounds.” The evidence we acquired from the survey was similarly
complemented by a follow-up programme of household interviews held with a
selection of the respondents and, where relevant, their partners.® Finally, in view of
the notorious difficulty of recruiting elites via general sampling methods, we used a
range of personal and institutional connections to interview eleven people who had
attained positions of particular prominence in business, politics, or other professions.
This was important to us in view of the significance of elite cultural interests and

tastes from the point of view of our theoretical concerns.

These derive from the pioneering work of Pierre Bourdieu whose survey of French
cultural tastes conducted in the 1960s, and discussed in Distinction (Bourdieu, 1984),
has generated a significant literature examining the relationships between cultural
practices and the dynamics of social distinction in contemporary societies. Initially
undertaken in the context of the democratic cultural policies that predominated in
France in the post-war period (see Ahearne, 2004, and Loosely, 2004), Bourdieu’s
work has also had a significant impact on the terms of debate and practice informing
access and equity policies in the arts and cultural fields, both in France and
internationally. Bourdieu’s central contention in Distinction is that tastes — for art,
literature, fashion, film, sport, food and drink — can be divided into three major classes
each of which corresponds roughly to particular levels of education and occupational

classes (Bourdieu, 1984: 16). The first of these comprises ‘legitimate taste’ consisting
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of those works whose value is validated by the institutions of legitimate culture:
museums, art galleries, concerts, theatre, national film theatres, etc. This is most
common among the higher professional classes and educational groups; and this is
especially so for those with avant-garde taste, which Bourdieu defines as legitimate
culture in the process of being made: tomorrow’s legitimate culture, if you like. The
second class of taste Bourdieu identifies is that of ‘middle-brow taste’, most common
among the middle and lower-middle classes and those with intermediate levels of
education. ‘Popular taste’, finally, is attributed mainly to the working classes and
corresponds inversely to level of education. Bourdieu suggests that these different
kinds of taste are implicated in different appreciations of culture, with a stress on
aesthetic form prevailing in the taste for legitimate culture of the upper-middle-classes

and a stress on function dominating the popular tastes of those in the working classes.

In the survey on which his evidence for these claims was based, Bourdieu gave
considerable attention to film preferences and other aspects of film culture. But he
gave television relatively little attention, asking only one question in what is now
clearly, and was probably then, an anachronistic form: ‘If you watch TV, which
programmes do you mainly watch?’’ What is more surprising, perhaps, is that he
does not report any of his statistical findings in relation to this question. Television is
discussed only once in Distinction where, interestingly, it is treated as a cipher for
something else as Bourdieu interprets working-class resistance both to formalist
experiments in television and to attempts to bring high culture into the home as a
proxy for working-class responses to formalist innovations in modern art (Bourdieu,
1984: 33). This neglect of television has been largely repeated in the subsequent

literature in which debates with Bourdieu and refinements of his approach have
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focused mainly on music, art, reading, sport or cuisine, but rarely on film and hardly

.. 8
ever on television.

There are some good reasons for this. Georgina Born (2003: 776), for example, has
noted that broadcasting, with its mixed economy of hybrid institutions and ambiguous
genres with fluid and overlapping boundaries, does not fit well with Bourdieu’s
categories which operate better when genres and audiences are more clearly
differentiated. Bernard Lahire (2004: 627-36 ) makes a related point in drawing
attention to the key role that the increasing cultural centrality of television has played
in shifting the balance of cultural consumption from a variety of public and collective
contexts into the more individualised and privatised setting of the home where both
the need to, and the scope for, displaying social standing through the programme
choices people make are significantly reduced. But these are not entirely absent. An
anecdote from a Radio 4 programme on the thinking behind the introduction of Pot
Black to BBC2 in the early years of the channel, and as its first sports brand, will help
make the point. The producers responsible for the programme’s concept were aware
that, in order to appeal to a BBC2 audience, then, as now, recruited mainly from the
higher income and higher education groups, snooker would need to be made more
respectable and individualised to detach it from its image as a largely working-class
sport conducted in dingy beer halls. This aspect of BBC2’s social positioning was
captured precisely by the tale of a household whose members only ever watched ITV
— except when someone rang the door bell, when it was the family practice to switch
to BBC2 and to invite the visitor in to the lounge to be duly impressed by the

seriousness and high tone of its viewing habits.



13

There is ample evidence in media studies too that the need to establish some
evaluative distinctions within television is one that has been pressed with some
persistence over the last twenty years or so. In the debates about the role of value in
cultural and media studies, the need for media studies to equip students with the
critical capacities to make valid judgements concerning the relative aesthetic merits of
different kinds of television text has been consistently stressed. A tendency to map out
television as a site for a set of evaluative practices — similar to those characterising
what is still the more legitimate area of film studies — has been similarly evident in
debates about ‘quality television’.” These are familiar processes through which the
forms of expertise that have been developed in association with the development of
media studies are now aspiring to establish a canon of ‘high quality’ television texts
which might match the already canonised films of art cinema. This new critical
function is especially clear in many of the new forms of television study guides that
are appearing around television’s new canonical genres — especially new drama
imports from the US — in which the boundary lines between academic analysis and
upmarket consumption manual are becoming increasingly blurred.'® Yet if there is
little concern with television in the literature that has followed the wake of Bourdieu’s
work, the literature that has focused on questions of quality and television has done so
with scant regard to any quantitative evidence regarding the organisation of viewers’
preferences or the distribution of these in terms of class, gender, occupation,

education, or ethnicity.

It was with a view to correcting these varied shortcomings in the literature, then, that
we incorporated a detailed set of questions on television exploring generic likes and

dislikes, channel preferences, and viewing contexts, as well as questions probing likes
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and dislikes for particular programmes, alongside a set of questions exploring film
preferences and knowledge in terms similar to those used by Bourdieu in Distinction.
While, of course, they have their limitations and pose problems of interpretation that
we shall identify at appropriate points in the report, these two sets of questions —
which we reproduce here as Appendix 1 - constitute the most detailed exploration of
media tastes that we are aware of and, when interpreted in conjunction with our
questions exploring other aspects of cultural taste and social background, permit a
more detailed mapping of media taste and their place in the broader distribution of

cultural tastes than has been attempted before.

There was, however, another more specific absence we had in mind when designing
our survey: that of ethnicity. This does not figure as an issue in Bourdieu’s
Distinction. Nor, with some notable exceptions (Dimaggio and Ostrower, 1992;
Trienekens, 2002), does it figure too prominently in the theoretical literature that has
subsequently been developed in its wake. While questions of ethnicity have been
more consistently present in the policy literatures concerning cultural diversity issues
and questions of cultural access and social inclusion — including the BFI’s own study
of black and Asian film (BFI, 2000) — there is little available information on the
television viewing practices of minority ethnic groups in Britain, or on the relations
between these and film preferences. We therefore, in designing all of our research
instruments, made sure that these took adequate account of Britain’s ethnic diversity
while, at the same time, recognising the practical limits on the extent to which we
could do so in a survey of this kind. There are two main issues here. First, for
reasons of economy, it was necessary to restrict the scope of our ethnic boost sample

to the three most populous minority ethnic groups in the UK in order to produce
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sample sizes within each of these that would provide a statistically meaningful basis
for comparisons with the main sample. Second, given the constraints of a
questionnaire in which questions had to be posed in the same way to, and be
answerable by, the members of all ethnic groups — majority as well as minority — we
were obliged to focus on media and cultural activities which, in being supported by
either the state or by national media and cultural markets, enjoy a reasonable measure
of common currency and accessibility across ethnic boundaries. This means that our
work throws little light on the media practices that are specifically, and sometimes
exclusively, associated with particular minority groups — what Sandra Trienekens
(2002) refers to as community-based cultures which operates to mitigate the effects of
broader social divisions of class within minority communities. This is not because we
doubt the importance of such cultures: to the contrary. However, such practices can
only be adequately examined by means of more finely-grained methods of analysis
than is possible in a national population survey. Where we do hope to push debates
on, though, is in the light our findings throw on the questions that Ghassan Hage
opens up, as an extension of Bourdieu’s work, by pointing to the need to consider the
different positions that majority and minority ethnic groups occupy in relation to those
forms of cultural capital that are nationally validated and the claims to national
belonging these confer on those who possess them — and deny to those who do not

(Hage, 1998).

These, then, roughly sketched, are the issues this report is concerned with. To pursue
them, we start, in the first chapter, by reviewing the data produced by our survey
concerning the forms of participation in, knowledge about, and preferences for

different kinds of film and television shown by different groups within our samples.
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We look here in more detail at Ghassan Hage’s concept of national cultural capital
and consider the light this throws on the differences between the media practices of
majority and minority ethnic groups. We also, in this chapter, review the findings of
our multiple correspondence analyses of the film and television preferences of the
main sample. This technique — which we explain more fully later — visualises the
relationships between different tastes and social positions in ways that allows the

complex sets of interdependencies between them to be taken in ‘at a glance’.

In chapter 2 we turn to the qualitative evidence derived from our focus groups,
household interviews and elite interviews, reviewing this for the light it throws on the
‘social logics’ underlying the film and television practices of the UK population. We
also consider here how the ‘media talk’ of our respondents helps to clarify, and
sometimes to qualify, the statistical sketch of media practices drawn in chapter 1. In
chapter 3 we review our main findings, and discuss their policy implications. We also
place our findings relating to media practices in a broader setting by considering their

connections to literary, artistic, musical, culinary and sporting practices.

For readers who would like to know more about the theoretical traditions we draw on
in the report, the postscript reviews the two key concepts informing our analysis: the
concepts of cultural capital and of the cultural field and the connections between the

latter and field theory more generally.
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Chapter 1: Viewing by numbers

Our questionnaire was designed to explore three main aspects of cultural capital by
probing, first, the extent of our respondents’ participation in different aspects of film
and television, second, their tastes as expressed by their preferences for particular film
and television genres and, in the case of television, specific programmes, and, third,
their knowledge of film culture as evidenced by the degree of their familiarity with
the work of six named film directors."' Our primary purpose in putting the same
questions that we asked the main sample to our ethnic boost sample was to explore the
position of the three main minority groups in the UK in relation to these different
aspects of cultural capital, particularly with a view to assessing the extent to which
they might be excluded from those aspects of cultural capital which are strongly
connected to a sense of national belongingness. It will therefore be useful, in
beginning to look at these different aspects of cultural capital in detail, to compare the
general frequencies for the main sample with those for each of the three largest
minority ethnic groups included in our survey distinguishing, where appropriate,
between the members of these groups in the sample who were born overseas and
those who were born in the UK. We have, for this purpose, included the Afro-
Caribbean, Indian and Pakistani respondents included in the main sample with those
recruited by the ethnic boost survey. The resulting ethnic file, when weighted,

comprises 95 Indian, 96 Pakistani, and 45 Afro-Caribbean respondents. '

To place these aspects of our findings in context, some preliminary remarks on the
social characteristics of the Afro-Caribbean, Indian and Pakistani respondents and

their relations to those of the main sample are in order. In the ethnic boost file men
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outnumber women by 55% to 45% (reversing the main sample ratio of 54% women to
46% men). The Indian sample, however, is especially biased toward men who
account for 63% of this group. Household sizes are generally larger in the ethnic
boost file, with 18% of Afro-Caribbean, 38% of Indian and 59% of Pakistani
households having five or more members compared to 9% in the main sample.
Household incomes across the two samples are generally comparable except that
Pakistani households are the poorest overall (25% below £15000 compared to 15% in
the main sample) while Indian households are the richest with 25% having an annual
income of more than £60000 compared to 11% for the main sample and only 4% of
Afro-Caribbean households. The high income level for Indian households is echoed
in the significant concentration of Indians who are either large employers or occupy
senior management and professional positions — 17% compared to 8% for the main
sample, and 0% of the Afro-Caribbean group. Pakistani respondents are the most
likely to be in routine occupations. The most distinctive difference in terms of level
of education is the very high rate of university education among the Indian
respondents — 48% compared to a main sample figure of 23% which the Afro-

Caribbean and Pakistani groups more-or-less match.

Forty-three percent of the ethnic boost sample were born in the UK. Those who were
not came mainly from Pakistan (19%), India (17%) and Jamaica (6%). Those born in
the UK are mostly young — 89% are aged between 18 and 39 compared with 42% of
those born overseas. English is the first language of 58% of the sample, with 13%
speaking Panjabi, 12% Urdu and 9% Gujurati as their first languages. Bengali, Hindi,

Kashmiti, Malayalem, Pushto and Tamil are the other first languages named.



19

Bearing these differences within and between the Afro-Caribbean, Indian and
Pakistani groups in mind, we turn now to outline the main differences between each
of these and the main sample so far as indicators of media participation, tastes and

knowledge are concerned.

Ethnicity and media practices

(i) Participation

The members of all three minority ethnic groups go more regularly to the cinema than
do the population generally. Indians and Pakistanis are especially fond of cinema-
going with 46% and 41% respectively going once a month or more frequently
compared to 18% of the main sample. It is notable, too, that members of the ethnic
boost file are more likely to have large collections of film on video. Five percent
reported collections of 200 or more films compared to 1% of the main sample.
Watching film clips on the internet is also more popular with all minority ethnic
groups than is true of the British population generally. Eighteen percent of the Indian
and Pakistani respondents, and 13% of the Afro-Caribbean respondents, reported this
use of the internet compared to 7% of the main sample. Members of the Indian and
Pakistani communities are also more likely to use the internet as a means of accessing
news and sport. Thirty nine percent of Indian and 35% of Pakistani respondents use
the internet for this purpose compared to 22% of the main sample, with Afro-

Caribbean usage falling a little below this.

We did not ask about ownership of television sets, presuming this to be close to

universal. This proved to be so with only 1% of the main sample and 1% of the
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Pakistanis surveyed reporting never watching television. Video or DVD player
ownership was more or less ubiquitous too at around 95% of both samples with little
variation between any of the minority ethnic groups. With regard to digital, satellite
or cable television, however, each of the three minority ethnic groups accesses this to
a greater degree than the population as a whole — around 73% for Indians and
Pakistanis and 63% for Afro-Caribbean respondents compared to 55% of the main
sample. Internet access is less, however, especially for Pakistanis, 33% of whom
reported internet access in contrast to 54% of the main sample and 56% and 45% of

the Indian and Afro-Caribbean respondents respectively.

If the data presented so far suggests a strong involvement in film culture on the part,
particularly, of the Indian and Pakistani respondents, the same is not true of television
where the pattern is more mixed (Chart 1: see Appendix 2 for accompanying Table.).
Indian respondents watch the least weekday television while Afro-Caribbean and
Pakistani respondents are closer to the main sample norms of 38% (0-2 hours), 47%
(3-5 hours), and 14% (6+ hours) except for the above average high levels of viewing

(6 hours or more) of the Afro-Caribbean group.
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Chart 1: Number of hours weekday TV viewing
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60+
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20

104

Main sample Afro- Indian Pakistani
Caribbean

O 0-2hours ® 3-5hours O 6+ hours

With regard to the context for viewing (Chart 2: see Appendix 2 for accompanying
Table), the Pakistani, Indian and, to a lesser degree, Afro-Caribbean groups are — as a
result of their larger households — much more likely to watch television in extended
family contexts than are the rest of the population. They are accordingly also
considerably less likely to watch only with partners or alone, except for Afro-

Caribbeans who are the most likely to watch television by themselves.
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Chart 2: How most often watch television
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(ii) Taste

The most evident differences with regard to channel choice concern, first, the high
rate of preference for BBC1 on behalf of the Indian respondents who also watch ITV
less frequently than all the other groups (Chart 3: see Appendix 2 for accompanying
Table). The Afro-Caribbean members of the sample are pretty disinterested in
Channel 4 but highly involved in Channel 5, with Indian and Pakistani respondents
also more interested in this channel than the main sample. The members of the ethnic
file are more likely to watch both BBC channels if they were born overseas: 50%
preferring BBC1 compared to 43% of those born in the UK, and 6% BBC2 compared
to 1% of those born in Britain. These relationships are reversed in the case of both
ITV (most liked by 32% of those born here compared to 13% of those born overseas)
and Channel 4 where those born in Britain are four times more likely to choose this as

their preferred channel compared to first-generation migrants. This is, however, as
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much a function of age as of ethnicity given the youthful composition of the members

of this sample born in Britain.

Chart 3 TV channel (terrestrial) watch most often
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The members of all three minority ethnic groups, and especially Afro-Caribbean
respondents, are considerably more likely to have access to digital, cable or satellite
television than members of the main sample (Chart 4: see Appendix 2 for
accompanying Table.). The Indian and Pakistani groups show strong preferences for
ethnic or overseas channels,'” but low involvement in popular channels. This interest
in overseas channels is especially marked among members of the ethnic file born
overseas — 19% compared with 6% of those born in Britain - just as these have
relatively little interest in popular channels (1%) compared to their, on the whole,
younger British-born counterparts. The use of non-terrestrial movie channels is high
on the part of both Afro-Caribbean and Indian respondents — another sign of high
involvement in film culture on the part of members of the minority ethnic groups that
is also echoed in the strong preference for films as one of the most liked types of

television for both Indian and Pakistani respondents (Chart 5). Music channels are
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popular with Afro-Caribbean and Indian respondents, but none of the three minority
ethnic groups matches the quite strong interest in documentary channels that is
evident in the main sample. The total lack of interest in all of the BBC digital

channels and Artsworld is also notable.

Table 4: Satellite/digital/cable channel watch most often

80+
70+
60+
50+
40+
30+
20+
10+

Main sample Afro-Caribbean Indian Pakistani

O Has dig/cab/sat TV @ BBC3/BBC Digital O Artsworld/BBC4
O None/does not watch B Children’s channels O Documentaries
B Overseas/ethnic channels O Lifestyle/hobbies B Popular channels
B Movies (excl Film 4) O Music channels O News channels
B Sports Channels

It is notable, too, that, in terms of preferred genres, documentaries are relatively low
in the priorities of all three minority ethnic groups which, conversely, show a strong
preference for news and current affairs programmes — particularly on the part of the
Afro-Caribbean and Pakistani communities (Chart 5: see Appendix 2 for
accompanying Table.). Those born overseas are also much more likely to prefer these
kinds of television than are the UK born: 30% in contrast to 13%. Indians and
Pakistanis are not much interested in soap operas and all three groups are less
interested in dramas than the main sample. Indians and Pakistanis are particularly

fond of comedy on television, and Afro-Caribbean people like television quizzes,
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game shows and television sport, which is also popular with Indians. No member of
the ethnic file indicates reality television as their most preferred television genre (and
it figures highly in the dislikes of all three groups), and the same is true of
programmes centred on the home (cookery, home improvements, gardening) on the
part of the Afro-Caribbean and Pakistani respondents. These programmes also figure
quite highly in the dislikes of all three groups, especially for Afro-Caribbean
respondents who, along with soap operas, rated this as the type of television they liked
least after reality television.

Chart 5: Type TV programme like most
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0-

Main sample Afro-Caribbean Indian Pakistani

O News.current affairs B Comedy/sitcoms O Police/detective
O Quizzes/game shows B Nature/history documentaries @ Sport
W Arts programmes O Films M Variety/chat shows
E Drama O Reality TV O Soap operas
B Cookery/home/gard

The pattern of preferences emerging from first choices for particular television
programmes is, in some senses, more revealing, especially with regard to the
differences between those born in the UK and those born overseas. Rather than

reporting the responses to all the programmes we asked about, however, Charts 6a to
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6¢ (see Appendix 2 for accompanying Tables) focus on five groups of programmes
each of which brings together programmes that were closely related to one another in
the preferences of the main sample. The programmes brought together under the
‘soaps/reality tv’ heading are thus ones which correlation analysis showed to be
significantly interconnected across the first, second and third preferences of the main
sample — and so on for the other groups of programmes. There are a number of
noteworthy differences between the preferences of the three minority ethnic groups
and those of the main sample here:

(1) While Chart 5 tells us that all three minority groups are less fond of soap
operas than are the members of the main sample, it becomes clear, when we look at
programme choice (Chart 6), that attitudes vary significantly in relation to different
examples of this genre. Eastenders is very popular, more so than with the main
sample, and the same is true of the Australian soap Home and Away. There is,
however, a marked disinterest in Coronation Street, especially on the part of Indians
and Pakistanis.

(1)  While, in the cases of popular dramas, The Bill is very popular with all three
groups, and especially the Indian and Pakistani groups, other popular dramas like
Midsomer Murders and A Touch of Frost are strikingly unpopular, and — although this
is not shown in the Chart - more so on the part of those born in Britain.

(1))  Positive evaluations of the genres of ‘serious television’ are high, especially in
relation to Panorama. However, there is little interest in new drama, and none in the
examples of this which are American imports.

(iii)) By contrast, in the case of the new comedy genres, American comedy imports
like Sex and the City and Friends are popular with one or more of the groups — with

most of this support coming from their younger members born in the UK (16% of
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whom chose Sex and the City and 12% Friends compared to 3% of those born

overseas in both cases).

These findings show, in some cases, a distant relation to programmes that
conspicuously embody the values of ‘middle England’ (Midsomer Murders, A Touch
of Frost) as well as those of northern working-class culture (Coronation Street) while,
in others, suggesting a strong but selective interest in American and Australian
imports. As such, they clearly raise important questions about how first- and second-
generation migrants negotiate their relationships to both the national and global media

culture — questions to which we return later.

Chart 6 (a): Television programmes like best : Soaps/reality TV
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Chart 6(b) Television programmes like best: Popular drama
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Chart 6(c) Television programmes like best:‘Serious television’
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Chart 6(d) Television programmes like best: New drama
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Chart 6(e) Television programmes like best: New Comedy
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Coming, finally, to films, the lack of interest in documentaries that we have seen in
relation to television is echoed for all groups except for the Afro-Caribbean, and the
marked lack of interest in costume drama and literary adaptations — one of the stable
outputs of the British film industry — is striking (Table 1). This is also toward the
higher end of the least-liked film genres for the three groups, especially Indian
respondents. Indian and Pakistani respondents are, unsurprisingly, strongly interested
in ‘Bollywood’ — especially those born overseas (24% compared to 10% of British
born) — while Pakistani respondents show a strong liking for science fiction films,
although this is almost entirely accounted for in terms of British-born Pakistanis.
There is zero interest in art or alternative cinema across the three minority groups and
Afro-Caribbean respondents have an especially strong aversion to war films: 19%
indicate this as the film they like least — more than twice the rate of the main sample

and that for the other minority ethnic groups.



Table 1: Type film like most (column %)
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Afro-

Main sample Caribbean Indian Pakistani
Action/Adventure/ 27 29 35 27
Thriller
li&lternatlve/art ) 0 0 0
cinema
Bollywood 1 0 29 20
Cartoon 1 2 0 3
Comedy 16 14 13 6
Costume drama/
Literary 8 0 1 0
adaptations
Crime 4 7 3 3
Documentary 6 7 2 1
Fantasy 2 4 0 3
Film noir 0 0 0 0
Horror 4 7 4 6
Musical 5 7 0 2
Romance 7 7 4 5
Science fiction 6 4 5 11
War 3 4 0 3
Westerns 4 2 1 3

(iii) Knowledge

Our findings here derive from two questions in which we explored the relationships

between knowledge and taste by asking those who took part in the survey whether

they had heard of (and so knew of) six named film directors and four television

‘events’. We also asked whether those who had heard of the directors or television

programmes in question would make a point of watching them, thus expressing a

positive liking for them. In Chart 7 and Table 2 we report on the different responses

of the overseas-born and UK-born members of the ethnic file in relation to these

questions. The pattern of responses in Table 8 is quite straightforward: familiarity

with the named directors is greater in all cases on the part of those born in Britain, and

a liking for their work is also greater except, marginally, in the case of Ingmar
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Bergman and, more pronouncedly, in that of Mani Rathnam, an Indian-born Tamil."
It is also notable that the UK-born are more likely to have heard of and, on the whole,
more likely to like the non-American directors — Pedro Almodovar, Jane Campion and
Mani Rathnam - than are the members of the main sample, suggesting a more

cosmopolitan set of tastes.
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Chart 7 (a): Not heard of/would like to watch Film Directors :Stephen Speilberg
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Chart 7 (b): Not heard of/would like to watch Film Directors : Alfred Hitchcock
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Chart 7 (c): Not heard of/would like to watch Film Directors : Pedro Almodovar
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Chart 7 (d): Not heard of/would like to watch Film Directors : Ingmar Bergman

Ingmar Bergman
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Chart 7 (e): Not heard of/would like to watch Film Directors : Jane Campion
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Chart 7 (f): Not heard of/would like to watch Film Directors : Mani Rathnam
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The responses reported in Table 2 are a little more puzzling. Discounting the World
Cup which, unlike the other television events, is clearly one with a global reach, here
the greater likelihood that those born in the UK will know about these events than do

those born overseas is not accompanied by a greater liking for them — a tendency that
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is especially evident in relation to the Queen’s Christmas message. Clearly given the
relatively youthfulness of those born in Britain, age is a factor here. But this may also
in some cases reflect a rejection of, or distancing from, certain key aspects of the
national culture: none of the British born Indian and Afro-Caribbean respondents, for
example, are part of the 3% of the UK born who watch the Queen’s Christmas
message. This interpretation is all the more plausible when considered in relation to
the similar tendency that is evident in the other aspects of film and television choice
already discussed: the lack of interest in television programmes with strongly white,
middle-England associations (Midsomer Murders, A Touch of Frost, in contrast to
The Bill, for example, the differences in responses to Coronation Street and the more
multicultural Eastenders, and the strongly negative reaction on the part of minority
groups to the classic signature of ‘quality’ British cinema — costume dramas and
literary adaptations.

Table 2: TV events (column %)

Main sample Born in the UK Born overseas
Grand National
Not heard of 2 8 15
Like to watch 26 8 13
Soccer World Cup
Not heard of 0 0 0
Like to watch 44 55 44
Queen’s Xmas
Not heard 1 7 4
Like to watch 17 3 25
General Election
Not heard of 1 4 4
Like to watch 24 12 27

On the face of it, these findings suggest two somewhat contradictory orientations in
relation to the ‘national cultural capital’ that is associated with these aspects of British
film and television culture. Proposed by Ghassan Hage to distinguish between the

formal aspects of citizenship which have to do with the institutional-political
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relationships of migrants to the body politic and the more informal practical-cultural
relationships to the national culture that operate at the level of everyday practice,
national cultural capital comprises an acquired familiarity with a nationally-coded set
of ways of doing and thinking that confers what Hage calls a sense of national
governmental belonging — an entitlement to occupy the space of the nation and to
speak for it — on the part of those who possess it. For those, whether first or second
generation migrants, who are positioned in subordinate positions in the national field,
‘the aim of accumulating national capital’, Hage argues, ‘is precisely to convert it into
national belonging; to have your accumulated national capital recognised as
legitimately national by the dominant grouping within the field” (Hage, 1998: 53).
Yet such adaptive or aspirational practices may also be paralleled by different ones
registering a distance and critical relation to the forms of cultural activity in which

national cultural capital is lodged and made manifest.

The extent to which this might be true of the relationship of ethnic minorities to the
most conspicuously national aspects of film and television culture covered in our
survey is one we return to in the final section of this chapter. It is necessary first,
though, to look more closely at the main sample and at the ways in which practices
within this vary in accordance with a range of considerations — of class, age and
gender, for example — which differentiate it internally. For this will give us the richly
textured sense of how the media practices of Britain’s majority ethnic groups are
organised that we need if we are to better understand where, how, and why the media

practices of Afro-Caribbeans, Indians and Pakistanis are most distinctive.

The social space of film
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Perhaps the sharpest differences in patterns of participation in film are registered in
relation to age. Those aged 18 to 34 go to the cinema once a month or more
compared to 16% of the 35 to 54 year olds and 6% of the over 55’s, half of whom
never go compared to 7% of the youngest group. The younger members of the
sample are also the most likely to use the internet to watch film clips — 14% compared
to 6% of the 35 to 54 year olds and 2% of the over 55s. The influence of occupational
class is most evident in relation to those who never go to the cinema, rising more or
less consistently from 7% of large employers and higher level managers and
professionals to 41% of those in routine occupations. Gender has relatively little
impact on cinema attendance, although men — at 9% - are twice as likely as women to
use the internet to view film clips. Tastes, however, are dramatically polarised in
terms of gender with men’s first preferences for film genres expressed as a ratio in
relation to women’s choices ranging from1:31 in the case of romance films to 10:1 in

the case of war movies (Table 3).
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Table 3: Film and gender, main sample (column %)

Men Women Women/men ratio
Mainly women
Romance 04 12.5 31:1
Costume 2.7 13.1 5:1
drama/literary adap
Bollywood 0.4 1.2 3:1
Crime 2.3 4.9 2:1
Comedy 12.3 20 1.6:1
Cartoon 0.6 0.7 1.2:1

Men/women ratio

Mainly men

Horror 4.6 4.5 1.2:1
Fantasy 1.8 1.4 1.3:1
Action/thriller 348 20.7 1.7:1
Alternative/art 3 1.2 2.5:1
cinema

Science fiction 10.1 34 3:1

Westerns 7.5 1.5 5:1

Documentary 8.5 1.4 6:1

Film noir 0.7 0.1 7:1

War 6.1 0.6 10:1

The influence of occupational class on taste, by contrast, is less strong. In Table 4,
first preference film genres are assigned to classes on the basis of the class that
registers the highest rate of preference for them, and arranged in descending order of
their strength of association with that class.'” Costume dramas and literary
adaptations are thus more strongly associated with large employers and higher level
managers and professionals than they are with any other class, and more strongly than
the other genres — science fiction and crime, for example — of which the same is
true.'® While clear and quite marked differences of class association are evident in
some cases — science fiction, documentaries and westerns are examples - the range of

difference from the sample mean is, on the whole, quite modest.




Table 4: Film type and occupational class, main sample (column %)
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Strongest class Mean
association
Large employers/higher
managers/professionals
Costume drama/literary adaptations 14 8
Science fiction 10 4
Crime 6 4
Film noir 2 0.5
Lower professionals/managers; higher
technical/supervisory
Alternative/Art cinema 4 2
Fantasy 3 2
Intermediate occupations
Romance 13 7
Small employers/own account workers
Action 33 27
Documentary 12 6
Lower supervisory & technical workers
War 6 3
Semi-routine occupations
Horror 7 4
Routine occupations
Westerns 9 4
Musicals 7 5
Never worked
Comedy 29 16
Cartoon 7 1
Bollywood 5 1

There are, however, more interesting local differences when the pattern of responses

within these broad class bands is examined more closely. Science fiction, for

example, is much more strongly supported by higher level managers and new

professional employees than it is by professionals belonging to the traditional

employees and self-employed groups. Costume drama is most strongly supported by

new and traditional professional employees within this class whereas those liking art

cinema come exclusively from the traditional professionals, both as employees and as
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self-employed. The strong interest in romance films in the intermediate class comes
mainly from the clerical and administrative and the sales and service sectors within
this class — the sectors where women workers are mostly congregated - whereas none
of the routine workers who like westerns are located in the sales and services sector.
The preference for action, thrillers and adventure movies on the part of small
employers and own-account workers is most pronounced on the part of the non-

professional (37%) and agricultural (57%) sections of this class.

The articulation of relations of occupational class and gender that is evident in many
of these differences within classes becomes clearer in Table 5 which summarises
those genres for which there are significant differences in the gender distribution of
preferences for the genres most strongly associated with particular classes. The
inverted pattern of the ratios between men and women for costume dramas and
science fiction within the large employers and higher level managers and
professionals is of particular note in suggesting the operation of gendered forms of
cultural capital. The significance of this becomes clearer when considered in relation
to the gendered pattern of trainings among the university educated members of this
class. Thirty-five percent of those who studied science, maths or engineering at
university —and 77% of these are men - belong to this class compared to 22% of those
who studied humanities and social science subjects at university, 62% of whom are
women.'” Only 1% of those studying science subjects had a strong liking for costume
dramas and literary adaptations compared to 13% of those with humanities or social
science qualifications, with 11% liking science fiction compared to 8% of those with

humanities or social science qualifications.
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Table 5: Gender/primary occupational class association, main sample (column
OA))

Class (Men/Women ratios) Men Women

Large employers/higher
managers/professionals
(69%M:31%W)

Costume dramas 7 27

Science fiction 14 2

Lower profs/manage;
higher tech/supervisory
(43%M:57%W)

Alternative/art cinema 6 2
Intermediate

(18%M:82%W)

Romance 0 16

Small employers/own
account (68%M:32% W)

Action/thriller 40 17

Lower supervis/technical
(76%M:24%W)

War 8 0

Semi-routine
(28.5%M:71.5%W)

Comedy 14 19
Routine (52%M/48% W)
Westerns 11 7

In summary, then, there is little evidence that film tastes are strongly divided along
class lines. Certainly, we do not see a bipolar division between a clearly demarcated
set of ‘upper class’ tastes and a group of popular films with appeal only to the
working classes. That said, although, as we show elsewhere (Bennett and Silva,
20006), the effects of class are more weakly marked in relation to the media than they
are in relation to the literary and visual art fields, this does not mean that they are
without consequence. Genres that are conventionally ranked as low genres in
hierarchies of film tastes — war, horror, westerns, musicals, comedies and cartoons —
are associated most strongly with routine, semi-routine and lower supervisory

positions while those in professional and management positions do show above
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average levels of interest in genres that are traditionally viewed as belonging to the
higher end of the film market: costume dramas, literary adaptations, film noir, and art
cinema. It is also clear that, when looked at more closely, film tastes register
significant differences between different sections of the same class and, as we have
seen, they play an important role in the relations between gender and class with men
and women members of the same classes often having significantly different film
tastes that relate to the different kinds of cultural capital they have acquired in the
course of their educational careers. And certainly there is little sense that those who
do like the most legitimate genres do so at the price of non-participation in popular
cinema. Indeed, while the tastes of the managerial and professional classes might be
most distinct from those of the working classes in their appreciation of legitimate
genres, the overall balance of their preferences is often tilted more toward popular
cinema. To consider the case of professionals — both lower and higher — while 8% of
these most preferred alternative or art cinema and 3% said they would make a point of
watching a Pedro Almodovar film, 33% most preferred action, thriller and adventure

films, and 32% said they would make a point of watching a Stephen Spielberg film.

Turning now to the influence of level of education (Table 6), this, too, is relatively
modest. There are strong associations between liking musicals and westerns and
having no formal educational qualifications, and between liking horror films and
possessing higher secondary qualifications. The impact of university education is,
however, quite small except for its connection to liking alternative or art cinema.
This, again, stands in marked contradistinction to musical, artistic and literary tastes

where university education is usually the most powerful discriminating factor.



Table 6: Film type and level of education, main sample (column %)

Strongest level of Mean
education association
No
qualifications
Musical 11 5
Westerns 9 4
Romance 8 7
Documentary 7 6
War 5 3
GCSE/O
Level
Crime 5 4
Bollywood 2 1
A Level,
Higher
Comedy 23 16
Horror 9 4
Fantasy 3 2
Further
Education
Action 35 27
Cartoon 2 0.6
University
Costume 11 8
Science 9 6
fiction
Alternative/art 6 2
Film noir 1 0.4

Age plays a much stronger differentiating role in relation to film choice than either
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class or education (Table 7). Its role in this regard is, indeed, second only to that of

gender and, when genre preferences are arranged in a descending hierarchy from

those that are most liked by 18 to 34 year olds compared to those aged 55 years and

over, age polarises the field nearly as strongly.



Table 7: Film type like most by age, main sample (column %)
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Young/
18-34 35-54 55 + old %
Youngest high
preferences
Young/
18-34 35-54 55 + old %
Horror 12 2 1.5 800
Science fiction 9 7 3 300
Alternative/art 3 3 1 300
cinema
Comedy 24 18 9 266
Fantasy 2 2 1 200
Film noir 1 0.5 0 200
Bollywood 0.9 1 0.6 150
Action/ 140
Adventure/ 28 33 20
Thriller
Romance 7 9 5 140
Oldest high
preferences
Young/
18-34 35-54 55 + old %
Crime 3 5 4 60
War 2 2 5 40
Documentary 3 5 10 30
Cartoon 0.2 1 1 20
Musical 2 2 11 18
Costume 12.5
drama/ Literary 2 6 16
adaptations
Westerns 0.5 3 9 5.5

It is clear, then, that film choice varies in accordance with a range of social

characteristics, but more so with gender and age than with level of education and

occupational class. Figure 1 (see p. 62), the result of a multivariate correspondence

analysis of the relations between film choice, makes it possible to visualise the

interactions between the genre choices that we have so far considered one-by-one and,

at the same time, to plot their relationship to a range of social positions.'® The vertical

axis of this representation of the social space of film choice is governed largely by
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age, with the three younger age groups included in the top left quadrant, but then
swinging over to the right of the space as increasing age is associated, in the bottom
right quadrant, with lower levels of education. The left-right axis is structured largely
in terms of level of education and class position, albeit that the operation of these is
inflected by the vertical axis of age. The working class positions (routine, semi-
routine and lower supervisory workers) are located in the top right quadrant, and the
higher occupational classes (both of the managerial and professional classes) in the
bottom left quadrant. Those in intermediate occupations, small employers and own
account workers are in the bottom right quadrant. Those with no educational
qualifications are also congregated in this quadrant, while those with lower secondary
and higher secondary qualifications are located in the top right and top left quadrants
respectively. Those with vocational qualifications are also to be found in the top left
quadrant, and those with university qualifications in the bottom left quadrant. There
is also a gendered aspect to the horizontal axis, although not a sharp one, with women
congregated more to the right of the space than men. We should note, finally, the
operation of ethnicity within the main sample. The White English (71% of the
sample) are located pretty well at the centre of the space, while the White Celtic
(19%) are to their right, reflecting a tendency toward lower levels of education and
lower occupational class positions on the part of the Irish, Scottish and Welsh
members of sample. The White Other group (3%) is recruited mainly from North
Americans, Europeans, and Australians currently working or studying in the UK.
Many of these are credentialed workers with high levels of education and the highest
occupational class positions of all the ethnic groups. The Other Origins group (7%)

include the Afro-Caribbean, Indian and Pakistani members of the main sample as well
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as other Asian and Black British and is most distinguished by the relative
youthfulness of its members
Figure 1: The social space of film choice

Note: please magnify to 150% for on-screen viewing

® 15.24
horror
1 — films
@ 25-34
never
5 worked cartoon
) other comedy )
fantasy origin Y
' Gose bollywood
Vp2 science @ 35-44 actionl g o-level )
fiction @ semi-routine @  routine
) gce a-level occupations
spielberg crime romance
o rsa white @  lower superv
- mal [ ) enalish -
0 ® ® @ female @white-celtic
@45540 itc® intermed oc @ no qualifications
N he
film noir higher ! small employers @ War films
O Almodovar Manager/professional © lower
artcinema [ manager/profession westerns!
° university @ other qualif
-5 | © campion
O Rathnam o Bergman
hite- 55-64 musicals
® ‘gther
@ 6574
documentary @ 75+
film
_1 costume
= drama
! | I ! !
vp1
Key:
= Film Genre preferences
@) = Know and like film directors
[ = Socio-demographic variables

It will be helpful, in discussing organisation of this space, to group those genres which
occupy related positions within it, either because they are in the same quadrant or the
same section of a quadrant. It will then be is possible, by aggregating our

respondents’ first preference for the genres within each of these sets and relating these
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to occupational class, level of education, age, gender and ethnicity (Table 8), to see
how genre preferences within the social space of film are connected to different levels
of cultural capital and the positions that different groups take up in relation to one
another via their film preferences. However, a word of caution is necessary here since
genres in the same quadrant may sometimes be closer to genres in other quadrants
and, in some cases, genres occupy the borderlines between quadrants. We shall
therefore comment on such cases where appropriate.

Bearing these qualifications in mind, six sets of genres can be identified.

(1) Mainstream cinema (43.5%, 681 cases)

This comprises action, thriller and adventure films and comedy, all located close to
the centre of the space in the top left quadrant. These genres recruit their support
fairly evenly from men and women. They also appeal to those from all levels of
education, and, it is important to note, are the most popular choices for all levels of
education just as they are the most popular choices for all social classes. Mainstream
cinema, finally, is equally popular with the younger and middle age groups, but
considerably less so with the over 55’s. They show little variation with regard to

gender.

(ii) Mainly women’s cinema (12.3%, 192 cases)

This consists of cartoons, romance films, crime and Bollywood. These are located in
the top right quadrant of the field. Women are roughly five times more likely to like
such genres than men. This is reflected in the class composition of those with first
preferences located in this set with the largest support coming from those who have

never been in paid employment — many of whom are full-time housewives — and those
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in intermediate class positions. There is also a reasonable spread of recruitment from
across all levels of education although, compared with the mainstream genres, the
ratio of those with no educational qualifications to those with both vocational and
university qualifications is tilted in favour of the former. Those preferring the genres
in this set are more likely to be middle-aged than in the younger or older age groups.
In terms of ethnicity, the non-white members of the sample stand out as having the
highest rate of preference for these genres. This partly reflects the inclusion of
Bollywood in this genre set which, apart from its associations with gender, is also, as
we have seen, strongly preferred by Indian and Pakistani respondents (but more so,

however, by a ratio of about 2 to 1, by women within these groups).

(iii)  Older popular cinema (12.5%; 197 cases)

The relevant genres here are war films, musicals and westerns located in the bottom
right quadrant. Those whose first preferences fall within this set are most sharply
distinguishable in terms of their low levels of education: the ratio of those with no
qualifications to those with university degrees relative to the whole sample is a little
over 4 to 1. The class structure of preferences for this set is characterised by a
similarly steep incline of 7 to 1 between the 21% of routine workers and the 3% of
large employers, higher managers and professionals whose preferences fall within it.
The ratio of old to young in this set relative to their representation in the sample as a
whole is over 6 to 1, and men are about a third more likely than women to prefer
genres in this set. It is notable that neither the White Other or Other Origin groups

shows a significant interest in these genres.

(iv) ‘Respectable’ cinema (14.8%; 231 cases)
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The genres here are documentaries, costume dramas and literary adaptations. These
form a closely interacting set toward the right hand border of the bottom left quadrant.
Women are about a third more likely than men to like these genres. Those aged over
55 are about twice as likely to like them as those aged between 35 and 54 who, in
turn, are more than twice as likely to like them than are 18 to 25 year olds. Small
employers and own account workers show the strongest level of preference in
occupational class terms. Preferences within this set, however, are also distinct from
those of the older popular cinema group, tilting the balance of preferences toward the
higher end of the occupational class structure with 17% of employers, higher level
managers and professionals most liking these genres compared to 10% of routine
workers. This set recruits higher levels of support from the lower secondary, higher
secondary and vocational levels of education than does the older popular cinema set,
and reverses the university/no qualifications ratio to roughly 6 to 4 in favour of the
former. Choice for genres in this set thus operates, in part, as means of distinguishing
those who like them from those with, on the whole, lower levels of education and
occupying lower class positions, whose preferences are for older popular cinema. It is
worth adding that, while not exclusive to Britain, literary adaptations, costume dramas
and documentaries are strong aspects of British film culture and that, therefore, this
set comes closer to being a national cinema than any of the others. There is little

variation in level of interest in these genre among ethnic groups in the main sample.

v) Younger popular cinema
(12.6%, 197 cases)
This comprises horror films, science fiction and fantasy, genres occupying the central

regions of the top left quadrant. Here, too, we can see how genre choice is an act of
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positioning within social space — in this case, one of double differentiation as
preferences for horror, science fiction and fantasy films serve to mark off younger
viewers from both mainstream cinema and from arts cinema. This is, however, more
true of science fiction and fantasy than of horror which differs from these in the much
younger age composition of its devotees (22% are under 25 compared to 4% of those
interested in fantasy and 8% of those liking science fiction. Its associations with
lower class positions are also considerably stronger. Men are twice as likely as
women to prefer genres in this set except, again, for horror which men and women
like equally. Those aged between 18 and 34 are about twice as likely as the middle
age group to like genres in this set, and these, in turn, are about twice as likely as the
over 55s. Here, however, the university educated are twice as likely as those with no
educational qualifications to prefer genres in this set, and those with higher secondary
qualifications almost three times as likely to do so. It is clear, moreover, in view of its
age structure, that many of those who fall within this set are still in higher education
on either a full or a part-time basis (interest in horror is highest among those with
higher secondary qualifications) and that they will therefore eventually go on to
acquire degrees. Here, then, is ample evidence in confirmation of the view that genres
like fantasy are often interpreted parodically in the context of age-specific practices of
distinction which mark off a space of film consumption that is differentiated from
both mainstream cinema and the genres of art cinema (Sconce, 1995). Ethnicity is not

of particular consequence in relation to this group of genres.

(vi)  Arts cinema (2.4%; 37 cases)
This small set comprises art cinema and film noir, genres clustered closely together

toward the left edge of the bottom left quadrant. Comprised mainly of men, and with a
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bias toward the younger and middle age groups, those preferring these types of film
are mostly university educated and with a marked concentration of support from those
in the two highest occupational classes. It is notable, too, that knowing and liking the
two art cinema directors we asked about — Pedro Almodovar and Jane Campion — is
closely connected to liking these genres, as is knowing and liking Mani Rathnam as a
marker of cosmopolitan cultural capital. There is, then, a strong set of European
connotations (art cinema, film noir, two European directors) associated with the
preferences of this group. Knowing and liking Alfred Hitchcock and Steven
Spielberg, by contrast, are located at pretty well the dead-centre of the field while
Ingmar Bergman is located closest to respectable cinema. Once again, ethnicity is
muted in its effects so far as the main sample is concerned.

Table 8:

Table 8(a) Genres in social space (row %): Gender

Main- Mainly Older Respect’le | Younger | Art
stream Women’s | Popular | cinema popular | cinema
cinema cinema cinema cinema
Men 47 4 16 11 16 4
Women 41 19 10 18 9 1

Table 8(b) Genres in social space (row %):Education

Main- Mainly Older Respect’le | Younger | Art
stream Women’s | Popular | cinema popular | cinema
cinema cinema cinema cinema
No quals 38 13 25 13 7
GCSE/O 47 15 8 14 14 1
Level
A Level, 48 12 5 14 18 1
Higher
Further 51 8 12 14 12 2
University 42 11 6 18 15 7
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Main- Mainly Older Respect’le | Younger | Art
stream Women’s | Popular | cinema popular | cinema
cinema cinema cinema cinema
NSEC1 41 13 3 17 17 6
NSEC2 44 12 11 15 12 5
NSEC3 39 21 9 17 13 1
NSEC4 47 5 12 23 8 2
NSECS 45 5 22 12 11 0
NSECé6 41 15 11 15 15 1
NSEC7 49 8 21 10 10 1
NSECS8 40 23 8 8 15 1.5
Key
NSECI1: Large employers, higher level managers and professionals
NSEC2: Lower level professionals and managers
NSEC3: Intermediate occupations
NSEC4: Small employers and own-account workers
NSECS5: Lower supervisory higher level technical workers
NSEC6: Workers in semi-routine occupations
NSEC7: Workers in routine occupations
NSECS: Never worked
Table 8 (d) Genres in social space (row %):Age
Main- Mainly Older Respect’le | Younger | Art
stream Women’s | Popular | cinema popular | cinema
cinema cinema cinema cinema
18-34 52 11 4 5 24 4
35-54 50 15 8 12 11
55+ 29 10 25 26 6 1
Table 8 (e) Genres in social space (row %): Ethnicity
Main- Mainly Older Respect’le | Younger | Art
stream Women’s | Popular | cinema popular | cinema
cinema cinema cinema cinema
White 45 11 13 14 13 3
English
White 40 14 18 16 10 2
Celtic
White 46 17 9 17 9 4
Other
Other 39 23 4 17 13 3

Origin




52

The general conclusions to be drawn from this are, first, that traditional elite practices
of distinction in the cinema do exist, but are relatively minor in their impact, serving
as a means for symbolically marking out small percentages of those in the higher
social classes and educated strata from both other classes and educational strata and,
just as importantly, from the larger percentages of their class and educational peers
who do not place the genres of European arts cinema high in their preferences. The
social space of film is somewhat more consequential in the lines that are drawn within
it by the much larger groups who prefer ‘respectable’ cinema and, in so doing, clearly
distinguish themselves from similarly aged people with both lower levels of education
and class positions. Finally, film is perhaps most dynamically operated as a space of
distinction by younger cinema-goers with relatively high levels of education, and
destined for higher ones as they complete their educational careers, and who are

equally likely to be upwardly mobile through the occupational class structure.

We move on now, in the next section, to consider the extent to which similar divisions

are — or are not — evident in the social space of television.

The social space of television

In terms of level of participation, gender registers no distinctive effects. Those aged
over 55 watch the most television. Twenty-one percent of this age group report
watching 6 or more hours on weekday evenings compared to 13% of the 35 to 54 year
olds and 9% of the 18 to 24 year olds, and 55% between 3 and 5 hours compared to
40% and 49% respectively. They are the least likely to watch less than two hours per
evening at 24% compared to 47% of the middle age group and 42% of the youngest.

Age, then, is clearly working differently in relation to television than in relation to
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film, as participation increases markedly with ascent through the age ranks in contrast
to the much younger profile of frequent cinema-goers. The same is true of
occupational class. As we saw in the previous section, those occupying higher class
positions are more likely to be regular cinema goers than are those in lower class
positions. In the case of television, however, those in the two higher class positions
are considerably less likely to have high viewing hours than all other classes except
small employers and own account workers, with those in routine occupations and
those who have never worked watching the most (Chart 8: see Appendix 2 for
accompanying Table). The largest response for large employers and for all levels of
managers and professionals is for watching 2 hours or less per weekday. Education
operates similarly. Those with university education are about three times as likely
(58%) to watch sparingly as those with no educational qualifications (21%), for

example.

Chart 8 : Weekday hours viewing by occupational class
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It is difficult to disentangle from these figures the extent to which they reflect real
differences in practice as opposed to low reporting on the part of the members of
higher class positions and educational groups as a means of registering a distance

from the negative associations that attach to heavy television viewing: the ‘couch
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potato’ as a figure usually with lower class connotations representing, in (usually) his
preparedness to watch whatever is on ‘the box’, an incapacity to discriminate that

signifies indolence in both body and mind (see Bennett, 2005).

Channel preferences give a clearer indication of the ways in which viewing practices
connect with social position. BBCI and ITV1 are the two most preferred channels for
all levels of education, all social classes, all age groups, and for both men and women
(Chart 9a to 9e: see Appendix 2 for accompanying Tables). BBC1, like BBC 2 and
Channel 4, are more likely to be preferred as one ascends the ladder of educational
accomplishment, whereas the opposite is true for ITV1 and Channel 5. The class
profiles of these channel preferences show the same tendency. Age, however, is
relatively muted in its impact so far as channel choice is concerned. It does not have a
major influence on preferences for ITV1 which fluctuate by only 12% through the age
ranges. Preferences for BBC1 increase by roughly 20% between the two extremes of
the age range, and those for BBC2 increase threefold between the 18-24 year olds and
the 55-64 year olds, and tail off a little after that. The exception to these tendencies is
Channel 4 where preferences are highest in the 18-44 age ranges and fall off sharply
after that. With regard to ethnicity, the most notable findings are the low rate of
participation of the Other Origin group in BBC2, and their high level of engagement

with Channel 5, while the White Other group has the strongest liking for Channel 4.



Chart 9(a): Channel preferences by education
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Chart 9(b): Channel preferences by occupational class

BBC1 BBC2 ITV1 Channel Channel5
4/SC4

55

O NSEC1 B NSEC2 0O NSEC3 0O NSEC4 B NSEC5 O NSEC6 B NSEC7

Chart 9(c): Channel preferences by age

50+
40+ ml
304
20+
10+

0+

BBC1 BBC2 ITV1 Channel Channel 5
4/SC4

018-24 @ 25-34 0035-44 0045-54 W 55-64 0065-74 B 75+




56

Chart 9(d): Channel preferences by gender
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Chart 9(e): Channel preferences by ethnicity
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The structure of preferences in relation to digital, satellite or cable channels is by no
means so clearly organised. Gender has limited effects, and mostly in relation to
channels defined in terms of particular genres. Women are about twice as likely to
watch lifestyle and hobby channels as men who, in turn, outnumber women in liking
documentary channels and, by a ratio of 8 to 1, sports channels. Age operates in
similar ways with the younger respondents far more likely to prefer music channels
over both the other age groups while those over 55 have a strong liking for

documentary channels. There are no discernible significant correlations between
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channel choice in the non-terrestrial environment and either level of education or

social class.

Gender, though, polarises choices in television just as sharply as it does in relation to
film. Sport and soap operas comprise the polar extremes here, the latter liked by
women in a ratio of 13:1 to men and the former reversing this pretty well exactly.
Other genres strongly preferred by women are quizzes, variety, and drama, all at a
ratio of 4:1 in relation to men, cookery, domestic improvement, and gardening
programmes at a ratio of about 3:1 and arts programmes and police shows at a ratio of
2: 1. Men and women like watching films on television and reality TV pretty much
equally. After sport, men’s preferences are for documentary programmes at a ratio of
2:1, news and current affairs programmes at a ratio of 3:2 and comedy programmes at

a ratio of 4:3.

Age is consequential in terms of its impact on genre choice, but less polarising.
Sports, soaps, and cookery, home improvement and gardening programmes are liked
pretty evenly across the age ranges, and the same is true of drama except for the quite
strong interest (10%) shown in this by the 35-54 year olds. The genres most strongly
associated with age are, in order of the oldest/youngest age group ratios, quizzes and
games shows at 12:1, news and current affairs at 3:1, arts, variety and documentaries
all at 2: 1, and police and detective shows at 7:5. Eighteen to 34 year olds most prefer
comedy programmes and reality television at ratio of roughly 4:1. Films are also

strongly preferred at 3.5:1.
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In terms of classes, the genres most liked by routine workers relative to other
occupational classes are police and detective shows (10%) and soap operas (21%) —
genres little liked by intermediate workers (4%) and large employers and higher-level
managers and professionals (3%). Semi-routine workers have the strongest, but still
very low, class preferences for reality television (2%) and films on television (10%),
and large employers and higher-level managers and professionals the lowest. Lower
supervisory workers score highest in relation to documentaries (17%) and comedy
(15%), tastes which are most sharply distinguished from those of semi-routine (7%)
and routine (8%) workers respectively. Small employers and own-account workers
have the highest relative preferences for quizzes (4%) which recruits its lowest
support from the large employers and higher-level managers and professionals (1%).
Workers in intermediate occupations, who are mostly women, have the strongest
relative preferences for drama (12%), cookery, home improvement and gardening
programmes (6%), and variety television (2%). Lower professionals and managers are
the most likely to prefer arts programmes (1.5%), with small employers and own-
account workers, semi-routine and routine workers all expressing zero interest in this
genre. Large employers and higher level managers and professionals, finally, register
the highest levels of interest in news and current affairs programmes, and sports
programmes — the first recruiting least interest from routine workers (8%) and the
second from intermediate workers (8%) which, again, reflects the gendered
composition of this class (82% of whom are women), especially relative to the large

employers and higher level managers and professionals (69% of whom are men).

The genres preferred by those without formal educational qualifications are soap

operas at 20%, police and detective shows at 8%, quiz and games shows (5%), and
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variety television (2%). Those with university qualifications are the least likely to
like three of these genres — soaps, police and detective shows, and quizzes — while
those with vocational qualifications were the least likely to like variety television.
Conversely, the genre most preferred by those with university education — news and
current affairs (23%) — recruited least support from both of the lowest educational
groups at 13% each. Arts television is also most preferred by those with university
education, but by a very low percentage (2%) comprising only 6 individuals. Comedy
is most preferred by those with higher secondary qualifications (17%) — a taste that is
most sharply distinguished from that of those with no educational qualifications (7%).
Reality television is most liked by those with higher secondary qualifications, and
least liked by those with university degrees. Those with vocational qualifications
show the highest levels of interest in documentaries (21%) and sport (18%), tastes that
are marked off most sharply from those of the higher secondary (6%) and lower
secondary (9%) groups respectively. Drama and cookery, home improvement and
gardening programmes are most liked by those with lower secondary qualifications at
11% and 6% respectively. Drama recruits its lowest support from those with

vocational qualifications (6%).

It will again be useful, as a way of visualising the relations between these different
aspects of genre choice, to consider a multiple correspondence analysis of the social
space of television (Figure 2). There are some significant differences between the
organisation of this space and that for film. There are, first, a number of genres, some
of them of interest to only small sections of the sample (arts programmes and reality
television, the preferred choices of only 9 and 18 individuals respectively), that are

relatively isolated from other genres in a space of their own. We have therefore, for
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purposes of comparison, grouped these together with other genres in the same
quadrant. An exception, however, is sport which, although in the same quadrant as
comedy and films, is so overwhelmingly of interest to men that we have treated this as

a separate category for the purposes of further exploration.



Figure 2: The social space of television choice
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This results in five groups whose distinguishing characteristics are summarised in

Table 9. It will be useful to put the spotlight on each of these groups in turn.

(1) Respectable television (36%,; 559 cases)
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Located in the bottom left quadrant, comprising news and current affairs, dramas,
documentaries and arts television, the first three of these genres are close to the centre
of gravity of television viewing practices, recruiting the largest interest of both men
and women, all levels of education except for those with higher secondary
qualifications, all social classes except for those who have never worked, and of all
age groups except for the 18 to 35 year olds. Like mainstream cinema, it also
accounts for the largest percentage of the sample — 36 % (559 respondents). However,
it differs from mainstream cinema, first, in its bias toward the over 55s and, second, in
being the area of television that correlates most positively with level of education in a
ratio of roughly 1.5:1 of the university educated compared to those with no education
qualifications. There is a similar class gradient of around 2:1 separating the large
employers and all levels of managers and professionals from routine workers — the
only area of preference to ascend consistently with class. In all these respects, then,
although like mainstream cinema in numerical terms, respectable television is much
more akin to respectable cinema in terms of the place it occupies in the social space of
television — and both are, in fact, close to each other at the bottom of the field. We
can note again here the higher level engagement of those in the White Other group
with this area of television output — confirming the picture of this group as one with

the most consistently ‘high’ media tastes in the sample.

(i1) Older popular television (14%, 214 cases)

Placed, like older popular cinema, in the bottom right quadrant, this set comprises
quiz and game shows, cookery, home improvement and gardening shows, and police
and detective series. This set is most evidently defined by its age structure with a ratio

of roughly 2:1 between the oldest and youngest and strong representation from the 35-
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54 year olds, and by the roughly 2:1 ratio of women to men. Routine workers are
represented most strongly with a more-or-less steady but gentle decline from 17% to
11% of large employers and higher level managers and professionals. Those without
educational qualifications are most likely to be found here and, alongside women’s
popular television, this is the area of television where those with university education
are least congregated. Again, though, the gradient is a relatively modest one. With
regard to ethnicity, this area of television holds few attractions for those in the Other

Origin group.

(iii)  Mainly women’s popular television (17%, 262 cases)

Comprised of soaps, variety television and reality television (which, however, recruits
its support evenly from men and women), this set recruits support from women to
men at a ratio of 7:1 and is tilted toward younger women, although with significant
involvement from women throughout the age ranges. It accounts for 17% of the
sample (262 respondents). Support is strongest from those classes in which women
predominate - semi-routine and intermediate — as well as from routine workers. It is
lowest in the two employer classes and among lower supervisory workers — all classes
where men are significantly in the majority. The ratio between highest and lowest
level of class support is the highest for any of the five sets of genres at 4:1 between
semi-routine workers on the one hand and large employers and higher level managers
and professionals on the other. The same is true of education where interest descends
consistently with every level of education from 30% of those with no qualifications to
10% of the university educated. In contrast to what we find in relation to film
choices, this strongly gendered group of programmes is not of strong interest to either

the White Other or the Other Origin groups.
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(iv)  Sport (12.8%, 200 cases)

This registers more modest and less consistent variations in regard to education and
also a lower ratio of difference in terms of class of a little more than 2:1 between the
highest of 20% for large employers and higher level managers and professionals and
7% for intermediate workers — an effect, however, that is just as much one of gender
as of class. The effect of age is negligible. The high level of interest in sports

television on the part of those in the Other Origin group is notable.

v) Younger popular television (19%, 302 cases)

This set is made up of comedy, situation comedies and films. It is the second largest
grouping but still much smaller than mainstream cinema which, however, it resembles
in many ways and is spatially proximate to it. Its gender balance is tilted slightly in
favour of men but its age structure is tilted strongly toward the young — indeed, more
markedly so than for mainstream cinema with a ratio of a little over 2:1 between the
youngest and middle age groups and of a little less than 4:1 between the youngest and
the oldest groups. Also like mainstream cinema this as an area of the social space of
television in which the interest is strongest from those with lower secondary and
higher secondary educational qualifications. Clearly, then, many of those in this
genre set will acquire higher levels of education as they complete their educational
careers, just as they will prove to be socially mobile in class terms, with ascent
particularly likely from those currently in intermediate occupations and in lower
professional and management positions. Those in the White Celtic group show the

lowest level of interest in these genres.



Table 9 (a): Genres and the social space of television - Gender
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Younger Sport Mainly Older Respectable
popular women’s popular television
television popular television
television
Male 21 26 4 8 39
Female 17 2 28 18 33
Table 9 (b): Genres and the social space of television - Education
Younger Sport Mainly Older popular | Respectable
popular women’s television television
television popular
television
No quals 14 13 30 16 31
GCSE/O 18 9 21 14 34
Level
A Level, 28 15 15 15 26
Higher
Further 15 18 11 12 43
University 24 11 10 10 45
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Table 9 (c): Genres and the social space of television - Occupational class

Younger Sport Mainly Older Respectable
popular women’s popular television
television popular television
television
NSEC1 16 20 6 11 42
NSEC2 18 12 14 12 41
NSEC3 21 7 21 13 35
NSEC4 18 18 10 14 40
NSECS5 24 15 11 12 37
NSEC6 19 8 24 16 32
NSEC7 15 18 23 17 26
NSECS 40 10 12 8 20
Key
NSECI: Large employers, higher level managers and professionals
NSEC2: Lower level professionals and managers
NSEC3: Intermediate occupations
NSEC4: Small employers and own-account workers
NSECS5: Lower supervisory higher level technical workers
NSEC6: Workers in semi-routine occupations
NSEC7: Workers in routine occupations
NSECS: Never worked
Table 9 (d): Genres and the social space of television - Age
Younger Sport Mainly Older Respectable
popular women’s popular television
television popular television
television
18-34 35 13 20 9 22
35-54 17 14 16 15 36
55+ 9 11 15 17 47
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Table 9 (e): Genres and the social space of television - Ethnicity

Younger Sport Mainly Older Respectable
popular women’s popular television
television popular television
television
White 20 13 17 13 36
English
White 13 11 23 20 33
Celtic
White 24 7 4 15 49
Other
Other 25 19 7 7 37
Origin

There are, then, some parallels between the social space of television and that of film
in that there are clearly age-marked differences between the ways in which the space
is structured by practices of distinction. The popular genres most liked by women and
by older viewers comprise the ‘low’ genres within the television space with the genres
of respectable and younger popular television marking two different sets and

strategies of distinction on the part of older and younger viewers respectively.

This reading of the space is corroborated by the ways in which preferences for the
particular programmes we asked about are distributed within it. Tables 10a and 10e
thus shows that the programmes classified as soaps/reality and those as popular drama
have ‘low’ associations relative to the other three groups of programmes in view of
their strong association with lower levels of educational attainment and lower class
positions. They are, however, marked variations in their age profiles with
soaps/reality registering little variation across the age ranges, whereas a liking for the
popular drama programmes increases steadily from 17% of the 18 to 34 year olds
through 30% of the 34-55 year olds and 44% of the over 55s. If the programmes

classified as ‘serious television’, new drama and new comedy all register significant




68

increases with both level of education and class position, their positions with respect
to age are very different. In the case of serious television, support from the over 55
year olds is double that from the middle-aged group which, in turn, is double that of
the youngest group. New drama, by contrast, is most popular with the middle-aged
group and half as popular with the over 55s as with the 18 to 34 year olds while new
drama — especially popular younger women — is twice as popular with the youngest
viewers compared to middle-aged ones and close to a ratio of 7:1 compared to the
over 55s. The strong presence of American imports in these programme clusters
supports the contention that younger managerial and professional groups look
increasingly to quality American television rather than to British produced television
as a way of marking out their distinctive socio-cultural trajectories. The strong
interest in new comedy on the part of the white, but non-British, members of the
sample lends further support to the role of quality American television in creating a
shared cosmopolitan culture for the well-educated and upwardly mobile under 40s
(Savage et al, 2005)

Table 10(a): Television programme choice (row%) - Education

Soaps/reality | Popular ‘Serious New New
drama television’ | drama comedy

No quals 26 43 5 3 5
GCSE/O 28 31 4 4 13
Level

A Level, 22 25 8 7 21
Higher

Further 22 32 8 5 12
University 16 21 15 11 21




Table 10(b): Television programme choice (row%) - Occupational class

Soaps/reality | Popular ‘Serious New New
drama television’ | drama comedy

NSEC1 11 21 12 10 16
NSEC2 17 32 11 10 17
NSEC3 27 29 6 6 17
NSEC4 17 34 12 7 12
NSECS5 23 33 7 5 7
NSEC6 30 34 6 2 14
NSEC7 29 35 4 1 12
Key
NSECI1: Large employers, higher level managers and professionals
NSEC2: Lower level professionals and managers
NSEC3: Intermediate occupations
NSEC4: Small employers and own-account workers
NSECS: Lower supervisory higher level technical workers
NSEC6: Workers in semi-routine occupations
NSEC7: Workers in routine occupations
NSECS: Never worked

Table 10(c): Television programme choice (row%) - Age

Soaps/reality | Popular ‘Serious New New
drama television’ | drama comedy
18-34 25 17 3 6 27
35-54 24 30 6 7 13
55+ 21 44 13 3 4

Table 10(d): Television programme choice (row%) - Gender

Soaps/reality | Popular ‘Serious New New
drama television’ | drama comedy
Men 14 30 11 6 12
Women 31 33 5 5 16
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Table 10(e): Television programme choice (row% - Ethnicity

Soaps/reality | Popular ‘Serious New New
drama television’ | drama comedy

White 22 33 7 6 13
English
White 27 31 9 6 12
Celtic
White 6 22 15 4 33
Other
Other 30 15 11 2 20
Origin

We have left sport out of the picture until now not because, as an incautious reading
of Table 9 might suggest, it is an area of shared tastes between all men irrespective of
their ages, educational backgrounds or class positions. This is merely a reflection of
the failure of the question we asked about television genre preferences to distinguish
between different kinds of sport on television. A question in a later section of the
questionnaire which asked our respondents to identify the kind of sport they most
liked to watch, which ones they would choose as a second preference, and which ones
they liked to watch least, whether on television or at a live event, provides a corrective
to this. The dendogram produced by a hierarchical cluster analysis of responses

across these questions yielded three distinct clusters:

Cluster 1: Ice hockey, boxing, wrestling, darts, snooker, and speedway and stockcar
racing.

Cluster 2: Soccer, rugby league, cricket, basket ball, horse racing, swimming,
gymnastics, athletics and formula one racing.

Cluster 3: Rugby union, Tennis, gold, skiing.
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While there is a low degree of variation in preferences for watching the sports in the
second of these clusters when related to both occupational class and education, the
same is not true of the first and third clusters which register significant differences in
relation to both of these variables. Those with university degrees are more than twice
as likely to watch the sports in the third cluster compared to those with no educational
qualifications, for example, whilst the ratio of those without qualifications to the

university educated who like the sports in the first group is a little over 2.5:1.

As a final note, the correspondence analysis we have reported on here also allows us
to see how the ‘television events’ discussed earlier are placed relative to other
preferences within the social space of television. We thus find knowing about and
liking the world cup in the upper left quadrant, but closes to sport and, of all the TV
events, the closest to the centre of the field. Watching the Queen’s Christmas
message is located in the bottom right quadrant, closest to quizzes and game shows
and clearly a preference strongly associated with older viewers. Watching the Grand
National is located in the same quadrant but closer to the centre of the field, and
watching general election night on television is located in the lower left quadrant
close to news and current affairs and documentaries. In view of the degree to which,
as we noted earlier, Afro-Caribbean, Indian and Pakistani respondents are distanced
from these aspects of the national television culture, this offers a good prompt to
return now to the questions concerning the relationships between ethnicity and

national cultural capital with which we started.

National cultural capital
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It will be useful here to stand back from the detail a little and to review the general
tendencies regarding the relations between the ethic file as a whole and the main
sample. One striking difference in relation to film — that relating to the genre set in
which women have the strongest interest — reflects the inclusion of Bollywood within
this set (Chart 10: see Appendix 2 for accompanying Table). For while women within
the ethnic file like this a good deal more than the men, it recruits far more support
from Pakistani and Indian men than any of the other genres in this set do from men as
a whole. Perhaps the most consequential finding here, however, is the strong
disconnection of black and Asian Britons from ‘respectable film’ — the set with the
strongest national associations — and from the war/westerns/musicals set of ‘older
popular cinema. But the stronger interest of black and Asian Britons in the ‘younger

popular film’ set is equally notable.

Chart 10: Ethnic file/main sample — film
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This is echoed, in the case of television, by the high rate of interest of black and Asian
Britons in the ‘younger popular television’ set, and the lower rates of interest in
relation to the main sample that are evident for both ‘respectable’ and ‘older popular’
television — again, both groupings with strong national associations (news, current

affairs, nature and history documentaries in the case of ‘respectable television’; quiz
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and game shows, cookery, home improvement and gardening shows, and the more
international police and detective series) in the case of ‘older popular television’
(Chart 11: see Appendix 2 for accompanying Table). And, as we have already seen,
the low rate of interest on the part of black and Asian Britons in ‘women’s television’
reflects a disengagement from some of the key examples of what we might call

‘regional popular television’ — soap operas like Coronation Street, for example.

Chart 11: Ethnic file/main sample — television
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Of course, it is not only in relation to film and television that we find these tendencies.
In the case of visual art, for example, 62% of the ethnic sample had not heard of
Turner, the most well known of all the artists we asked about, compared to 27% of the
main sample and 22% of the White English group. We see a similar patter for Jane
Austen’s Pride and Prejudice: 34% of black and Asian Britons had not heard of this
compared to 7% of the main sample and 4% of the White English. In these cases,
however, and in contrast to the pattern we saw in relation to ‘television events’ (Table
2), which — except for the World Cup — those born in the UK were less interested in
than were the older members of the ethnic file who were born overseas, the level of
interest increases noticeably in the case of second or third generation migrants. Forty-

two percent of the UK born had heard of Turner compared with 35% of those born
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overseas and, in the case of Pride and Prejudice, the respective figures are 17% and

47%.

It would be premature to draw any general conclusions from these figures regarding
the relative degrees to which the position of first and subsequent generations of
migrants changes in relation to different areas of what Hage calls national cultural
capital. It is likely, for example, that the sharp increase in familiarity with Pride and
Prejudice reflects the high exposure this enjoyed at the time of our survey in being
voted the most liked book in the BBC’s Big Read project. And the evidence provided
by levels of participation in different areas of cultural activity — as distinct from our
evidence about likes and knowledge — point in a different direction. In Table 11 we
compare things which members of both our ethnic and main samples never do. Here,
watching broadcast television and, more dramatically, going to the cinema increase
significantly for second- and third-generation migrants, as do eating out, going to the
theatre and going to night clubs and, to a lesser extent, of going to pubs. There is a
similar tendency in relation to visiting art galleries. There is, however, virtually no
change in levels of participation relating to going to museums, art galleries, bingo,
orchestral concerts, and a notable decrease so far as visiting stately homes and historic

houses — key institutions of national heritage — are concerned.
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Table 11: Never do — born overseas, born UK and main sample

Born overseas Born UK Main sample
Never do
Go to cinema 30 4 25
Go to museums 44 43 37
Go to pubs 58 48 17
Go to rock 89 83 69
concerts
Go to opera 92 93 85
Go to bingo 91 89 86
Go to 81 82 67
orchestral/choral
concerts
Go to stately 52 57 29
homes/historic
sites
Go to theatre 68 56 44
Go to art galleries 56 50 29
Go to night clubs 80 35 64
Eat out 11 0 4
Watch broadcast 13 3 3
tv

Again, it is important not to jump to conclusions here since it is, in many of these
cases, difficult to distinguish a generational effect from that of age. As we have seen,
most of the members of the ethnic file born in the UK are mostly under 40 and this
goes a good way to explaining many of the differences here. Religion, too, is a factor:
close to 30% of the ethnic sample do not go to pubs on religious grounds, whereas this
is true of only 2% of the main sample. Nonetheless, data of this kind does open up
interesting policy questions concerning the relative capacity of different areas of
culture — many of them publicly funded — to function inclusively or divisively in
relation to racialised differences. We shall, however, be in a better position to explore
these more fully when we have taken account of our qualitative evidence relating to

film and television use. It is to this latter issue that we turn in the next chapter.
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Chapter 2: Media Talk

This chapter is based upon the findings of the qualitative part of the CCSE project,
made up of talk about film and television from focus groups (held prior to the
administration of the questionnaire) and household interviews (conducted with re-
contacted survey respondents, some 4 to 8 months following their survey ‘interview’).
The chapter begins with an account of the process of the qualitative phases of the
research. It goes on to examine specific talk emerging from the focus groups about
cinema attendance and television participation before engaging with the trends and
patterns of preferences articulated in our household interviews in relation to some of
the categories of film and TV and patterns of ‘social space’ established in the previous
chapter. There then follows a discussion of the film and television preferences of the
members of our elite sample. The chapter concludes with an account of the distinctive
ways in which tastes for TV and film were articulated within the focus groups and

interviews amongst the three minority groups, Indian, Pakistani and Afro-Caribbean.

This qualitative component stands as interesting data in itself, but also allows us to
reflect upon, confirm or qualify the kinds of trends and patterns of media participation
that the previous chapter has revealed. Crucially it allows the meanings of the trends
and patterns, in terms of particular preferences or dislikes for genres of film and TV
identified on the survey, to emerge. Examining how tastes are articulated, how
knowledge is expressed and how forms of participation are experienced are as

important components of our data as the statistical measurement of taste, participation
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and knowledge. Such articulations are central to a nuanced understanding of the role

of film and media in debates about cultural capital’ more generally.

‘Asking the audience’ what they think is an important tactic of the contemporary film
and television industries, informing both market identification and, via test screenings,
focus groups and on-line fan communities, the production of media texts themselves
(Gomery 2003, Harbord 2002, Shefrin 2004). In addition numerous sociological
studies have also demonstrated the ways in which talk about film, and television in
particular, are vital components of everyday discourse across a range of social and
cultural positions (Ang 1991, Moores 1993, Silverstone 1994). This ubiquity gives
film and media an important and distinctive place in contemporary debates about

cultural capital.

For us, it has two particular effects. Firstly, the ease of access to TV and film
complicates the ability of film and television texts to ‘do the work’ of cultural capital,
to be rarefied and consecrated in the ways in which particular paintings, books or
pieces of music are. The relatively recent historical emergence of academic inquiry
into film similarly implies the relatively recent (compared to literature or music)
establishment of a hierarchy of good or bad films. Alongside this is a ‘popular’ canon
of films in which popular appraisal is linked with box-office success, video or DVD

.. . 19
sales, or television ratings.

The intimate relationship between ‘promotion’ and critical appraisal in the film
media muddies this further, as does the relationship between art and commerce in

contemporary thinking about the cultural industries. These factors make what people
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say about film and TV and the uses this talk is put to pivotal in policy concerns. Hill
points to the controversy surrounding the use of National Lottery funding, via the UK
Film Council, to fund the critically panned comedy Sex Lives of the Potato Men.
‘Although accepting that the film was not without its flaws, the Film Council
nevertheless publicly defended it on the grounds that it was not only likely to make
money but also appeal to audiences who, unlike many middle-class critics, actually

purchased lottery tickets’ (Hill 2004:34).

A similar argument can be made about television. If everyone participates in and has
access to television, as our survey evidence suggests, then the kinds of television
which might be considered good, in a cultural hierarchy, is less clear. Television
instead seems to stand, in discussions of cultural hierarchy (including those in our
study), as an example of a diminished, trivial or frivolous form that is taken seriously

in relatively few cases.

Secondly, for researchers into cultural capital, the near universality of participation
(identified by the survey and confirmed by talk in both focus groups and household
interviews) means that people are used to articulating their tastes for film and TV and
are therefore more able and willing to engage with a study of this kind. TV and film
were, in both the focus groups and the household interviews, the topics that generated
the greatest ‘volume’ of talk, across all social and cultural backgrounds. Thus TV and
film a