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Abstract

Serialised Sexual Violence in Teen Television Drama
Series

This thesis examines the kinds of stories abouiage sexual violence that are
enabled (or not) by US and British teen televidlomma series between 1990 and 2008.
This genre is centrally concerned with issues rfigkty and, in particular, sexual
vulnerability as teenage characters negotiateréimsition from childhood to adulthood.
Sexual violence narratives are common within tbistext. This thesis argues that a fuller
understanding of representations of sexual violememabled by contextualising these
narratives in relation to overall series’ and geneontexts. | employ a structural
methodology to map where these storylines occuriwieries’ and generic structures
across fourteen texts, uncovering striking patténas point to the value of analysing
several programmes alongside one another. Thisptwfides the starting point for a
deeper textual analysis of how sexual violencetione narratively and ideologically.
Through doing this, | am able to provide insigmt®ia variety of different forces that
shape how these narratives are framed. Contextahsy analysis of representations of
sexual violence allows me to account for the spetés of episodic and serial narrative
forms, the generic hybridity of individual prograras) the wider conventions of the teen
drama series genre, the gender of the series’gooist and US and British contexts.
Additionally, | identify the genre’s dominant sexm@rms and explore how these norms

intersect with representations of sexual violence.
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Chapter 1

Introduction

Why sexual violence and why teen television drama

series?

Halfway through my thesis, | completed narrativediines of fourteen teen drama
series upon which | mapped where sexual violermglgtes occurred (see Appendix B). |
displayed these timelines at a departmental trgiairent, at which a visiting academic
commented, ‘I though®mallvillewas about Superman. Who knew that it was realbuab
sexual violence?’ This is an over-generalisati@mallville(The WB/CW, 2001- ) is
indeed about Clark Kent's teenage years prior tolyeng a super hero - yet it highlights
two important tenets of this thesis: that sexualerice narratives are prevalent in teen
drama series and that striking patterns begin tergenwhen these storylines are
positioned in the context of overall series’ anday& structures.

This thesis emerges out of three distinct but aygring passions: feminism,
television and ‘coming of age’ narratives. The naedipresentation of key feminist issues,
such as sexual violence, has been a central conterime for some time. In earlier
studies, | have examined sexual violence repreiensaacross Hollywood and
independent cinema and various television formmatiaiding soap operas and talk shows.
The object of this thesis is to explore the relalup between representations of teenage
sexuality and sexual violence specifically in tlatext of the teen drama series, a genre
that is centrally concerned with issues of sexyal# teenage characters mature. Their
sexual development is key in marking this transifi}mm childhood to adulthood and
series often emphasise significant moments ingtusess such as first kisses, dates and
sexual experiences. At the same time, the limemhage period is portrayed as a
particularly vulnerable stage and teenage chaidtdlibility and vulnerability, including
their sexual vulnerability, is a recurring and pmoemt generic theme. Programmes
highlight this vulnerability through issue-led stlimes involving sex and sexuality,
underage drinking and drug use. What this thesigésested in is exploring how this
vulnerability is gendered and sexualised in sigaiiit ways. The teen drama series is also

a particularly conducive format from which to examisexual violence representations.

! There is a risk of over-generalisation from focusing on just one issue and, thus, | have provided
comparisons where relevant to other issue-led storylines such as those involving alcoholism,
parental neglect and drug use.
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Unlike mainstream news coverage, fictional narestief sexual violence, and particularly
drama series, are often better at engaging witlinfistrdiscourses, foregrounding the
experience of the victim, condemning the perpetratal offering multiple perspectives on
this abuse through their ensemble casts and inéetng storylines (Cuklanz, 1996, 2000;
Henderson, 2007: 7). In this way, they are poténtible to deal with this issue in a more
complex and nuanced manner.

Despite the prevalence of sexual violence storglindeen drama series, there has
been a distinct lack of academic work in this ahestead, feminist and teen television
scholarship on textual representations has tera#&gttis quite narrowly on whether
individual teenage characters (usually heterosebeumahles or homosexual males)
constitute appropriate role models for young viesyeategorising images accordingly as
positive or negative (Pender, 2002). Feminist dogioal work on teenage sexuality and
television echoes this concern with the role ofrttezlia on young viewers’ behaviour and
expectations. This concern is often justified byuaderlying assumption that these
viewers are more susceptible to televisual imageay adults and, thus, are in need of
guidance on how and what to watch (e.g. Vint, 2002)

In feminist sociological work, this concern withetimpact of sexual media
portrayals is supported by interviews with adoless@nd teenagers, which reveal that
television operates as a key source of their saértmimation (Holland et al, 2004: 67). In
turn, this thesis originates from a belief thatresygentations matter. While they are not
reflective of reality, they are generative and mcitd/e and, thus, have the capacity to
inform and educate. As bell hooks eloquently sunmsaar the goals of feminism as a
movement are to ‘end sexism, sexist exploitatiash @ppression’ (2000: 1). Thus, | believe
that, as a feminist television scholar, it is intpat to study representations of gender,
sexuality and feminist issues such as sexual wele&s a means of affecting change. At the
same time, however, it is important not to over-aagise or over-estimate the influence
and power of television and/or the naivety of viewé\ critical emphasis on whether
individual images are positive or negative seriplishits the scope of enquiry.

There are a number of inherent problems with méagiwow positive individual
images are, which this thesis aims to challengecanaplicate. Firstly, this approach
displays a patronising and overly simplistic notadrviewer identification which ignores
the possibility of cross-gender identification gralysemic readings and conceives of a
direct cause-and-effect relationship between whaters watch and how they
subsequently behave. Secondly, in this critici®presentations are often divorced from
their context leading to incomplete analyses. Kkangple, the ambiguities inherent in

long-running series become obscured. Further,igindity of this approach is arguably ill-
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suited to apply to a genre in which the fallibildfteenage characters is a prominent
theme. In relation to feminist work on teen drareaes, specifically, age is less carefully
attended to than gender. The heroin8woffy the Vampire Slayéihe WB/CW, 1997-
2003), for example, is frequently compared to tthalteheroines oflly McBeal(Fox,
1997-2002) an&ex and the CitftHBO, 1998-2004) with no acknowledgement that she i
over ten years younger than these women (Daugt#06j,; Lotz, 2006; Levine, 2007).

In feminist scholarship of teen drama series aleitgon more widely, the
emphasis on positive/negative images is synonymathgudging whether images are
feminist or sexist. Underlying this work is an asgion that texts and their heroines are
either governed by a patriarchal and inherentlyssésteology or are able to transcend this
to incorporate feminist discourses. An examplenef tendency is identified by Charlotte
Brunsdon in what she calls the ur feminist art{@@06: 44). To summarise briefly, in this
article the feminist scholar selects a female-kdrtext that is aimed at a female audience
and explores it within the concerns and vocabubdfgminism, establishing a supposedly
obvious feminist reading in which the text/heroame dismissed as not being feminist
enough. The author then mobilises her own engagewitinthe text and re-evaluates this
dismissal, arguing that the text/heroine actuaiyenl the complexities of negotiating a
feminist identity in the contemporary age.

Regardless of whether the feminist scholar celebrat condemns an individual
text/heroine, the polemical question of how fentitie text/heroine is prevails. This
assumes that there is a better, more ideal wagpoésenting women and feminist issues.
One of the main problems with this assumption & thpresumes that there is a ‘real’,
fixed, common notion of feminism in the first pladéet, an array of different feminisms
exist making this argument rather circuitous. foisthis reason that | have avoided
entering into a debate about my own definitioneshinism in this introduction. This
sexist/feminist binary also means that issues nfegand medium specificity are
overlooked. Further, the emphasis on heroinesiatisn makes this work ill-suited to say
anything broader about men, masculinity and geralations, thereby risking losing the
political relevance of feminism. This thesis setkeedress this neglect by analysing both
male and female sexual representations and paiosg attention to the relationship
between gender, sexuality and power.

Another tension arises in this work with the foomspopular texts. As Joanne
Hollows and Rachel Moseley assert, ‘many studiggmen implicit or explicit
assumption that popular culture could still bentefim a “proper” feminist makeover’
(2006: 11). However, popular culture and feminissméhan uneasy relationship. Although,

as Brunsdon (2006) identifies, many contemporanmyiriest scholars embrace popular
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texts, at the same time, it is likely that theirraéive structure supports the patriarchal
status quo. This makes measuring how feministsigesomewhat of a losing battle from
the outset.

| acknowledge that | too am approaching my analgbsexual violence
representations from a feminist critical perspectidowever, this thesis is not concerned
with measuring these representations against aivel(@nd non-existent) feminist ideal,
but rather with examining the kinds of stories atsmxual violence that are enabled (or
not) by teen drama series. As John Fiske expldénsicturalism and its developments are
concerned to reveal and investigate the discursateare of all cultural constructs, so
structuralist theories of narrative have sougteXplain the laws that govern its structure,
not the accuracy of its representation of the r@&87: 131). | aim to challenge and
complicate the feminist/sexist binary of much feistitelevision scholarship by
contextualising my analyses of sexual violenceelatron to narrative, series’ and generic
structures. | argue that by doing so, a fuller us@ading of how these representations
function narratively and ideologically is offerestructuralism has been accused of
containing stray meanings by imposing binary frameks on texts (Buxton, 1990).
However, by using this approach my aim is to opemather than close down possible
interpretations by exploring how genre and medipecHicity intersect with these
representations.

Specifically, the aims of this thesis can be sunisedras follows:

» to identify the textual markers of teen drama sesied to establish the genre’s
sexual norms

» tointerrogate the relationship between these namadsrepresentations of teenage
sexual violence

» to explore how national, generic and medium spatyfintersect with
representations of sexual violence by situatingeahaepictions in relation to
narrative, series’ and generic structures and fapki both British and US
programmes

» toinvestigate the kinds of stories about sexualkevice that are enabled (or not)

within this context

| address these concerns through an overview oiadearratives across the genre
(Chapter 4) into which | situate my subsequentyamgsichapters on sexual violence

(Chapters 5, 6, 7 and 8). However, before | movéodhe chapter outline, as this thesis is
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centrally concerned with issues of genre, it istfyrimportant to define the teen drama
series in more detail. Here, a tension emergesh®one hand, one of the central concerns
of this thesis is to map this genre more thorougBly the other hand, before this is
possible, | need to establish some initial gengsi@meters in order to select a corpus of

texts to analyse.

Defining the genre of teen drama series

There is a lack of scholarship on the teen dramassas a coherent genre with
distinct textual markers. Instead, academic wonkiseto focus on individual programmes
in isolation. Further, as | go on to discuss in @&a2, it tends to be ‘quality’ US
programmes with cross-over adult appeal that afghesised, such &uffy, Dawson’s
Creek(The WB/CW, 1998-2003nd, more recently/eronica Mar§UPN/The CW,
2004-2007). There is a tension for the adult acadenstudying texts that are arguably
aimed at a much younger audience and, thus, madmyass feel the need to justify this
attention by celebrating the ‘quality’ aspectsta#de texts. Teen drama series have a
paradoxical claim to ‘quality’ as traditionally theenager and the medium of television
have not had access to critical approval (Hill401t follows that teen television
scholarship that seeks to elevate these progrartends to marginalise their ‘teen’ and
televisual elements, emphasising instead the asfiwt may appeal to adult viewers.
‘Quality’ is also viewed as synonymous with US maogmes in this work resulting in a
dearth of scholarship on teen drama series fromr atational contexts.

In recent years two collections of essays on tekmvision have emerged (Davis
and Dickinson, 2004; Ross and Stein, 2008). Bothefe books take a fluid approach to
genre. Glyn Davis and Kay Dickinson define teeausion more widely as programming
that is aimed at, produced for and watched by reeige audience (2004: 2) while Sharon
Marie Ross and Louisa Ellen Stein draw on JasoteM# (2004) argument that the
television text should not be the central sitearigric meaning (2008: 4). These scholars
all seek to expand rather than close down defimstiof teen television and, thus, they
define it in relation to audience (both real anémied), industrial and production
contexts, channel identities and individual prograes. Yet, despite advocating this broad
generic approach, they equate teen televisionliangéh teen drama series. Almost all of
the essays in these anthologies focus on thiscpéatiformat with no acknowledgement of
this bias. This risks obscuring the dramatic, $amal televisual specificity of these texts

which this thesis aims to redress.
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For the purposes of my analysis, | define the gemwee narrowly. As this is a
study of textual representations, | define the gdayrits textual markers. Moseley provides
a precedent here with her definition of the teeiesan Glen Creebershe Television
Genre BooK2001: 41-3). She too emphasises the generic hgpatithese programmes,
comparing teen drama series to soap operas in tdrtheir serial narrative structure,
repetition and deferral of resolution as well asrtemphasis on character, place and
relationships. She adds that they have a soapdit@dency towards melodrama through the
use of close ups and romantic pop scoring. At émeestime, this intense emotionality is
blended with self-consciousness, self-reflexivitgl antertextuality, offering a broad
address to viewers.

It is the content of teen drama series that Moseteceives of as the specifically
‘teen’ element of the genre, observing that thesgrammes deal with issues that resonate
with young viewers such as friendship, love, sek iampending adulthood. | would add
that another vital element that distinguishes gjeisre from other television drama series
more widely is the centrality of an ensemble teenzast and a high school setting, at least
in early seasons. | use the term ‘teenager’ hereféw to characters between the ages of
thirteen and nineteen, although my emphasis ohititeschool setting means that these
figures are all between the ages of thirteen amdrgeen when series begin.

It is important to delineate these generic bourdaiiom the outset, as it is this
definition that has determined the scope of myishdhe centrality of a group of teenage
characters, for example, excludes programmes siCharmedThe WB, 1998-2006) and
Angel(The WB, 1999-2004) which Moseley includes in hitedyg. Although both of these
programmes are aimed at a teenage audience, thégrpimantly feature adult characters.
The distinction of teen drama series from otheg@mmes on the basis of their adult to
teenage character ratio is difficult to sustairzedel of the series | am looking at
prominently feature adult characters who have thwm storylines. Yet, an important
distinction can be made in thelationshipof these adult figures to teenage characters. In
my definition of the genre, these adults are intatyaconnected to the teenagers,
occupying the roles of either their teacher or paréhus, my analysis also omits a
discussion of family and community dramas sucB@ésiore Girls(The WB/CW, 2000-
2007), which despite having a female teenage pooiaalso features adults who are
largely unconnected to her. Finally, as this redeés interested in the in-between teenage
period as a time of sexual development, vulneitgtalnd initial sexual experiences, |
exclude college dramas such dsddicity (The WB, 1998-2002) an@reek(ABC, 2007- ).
While these programmes also feature teenage prittgan their first seasons, they

arguably have different sexual preoccupations.
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Because this thesis is centrally concerned withdlprogrammes agriesand with
the relationship between representations of teesexgigal violence and narrative and
series’ structure, it was necessary to watch esafir@mme in its entirety. In some cases,
for example, sexual violence narratives would disep and recur again several episodes
or seasons later or would provide crucial backgdoom particular characters which would
come to inform later storylines. Further, | am ieted in how the wider sexual culture of
the genre intersects with these representationss, Th order to ensure availability of
entire series, | completed my analysis from DVD Bess. In recent years there has been
some debate over whether studying box sets of @nagres, divorced from the ‘noise’ of
television, constitutes studying television (Konga2006; Hills, 2007). On the contrary,
this approach allows me to emphasise a distinetgvisual element of these texts: their
seriality. Using box sets enables me to discussetpeogrammes &eriesrather than
reducing my analysis to individual moments or egex Box sets are also particularly well
suited for close textual analysis, allowing unleditand repeated access to the texts of my
study, including those that have been cancelledaamadio longer shown on television, as
well as providing valuable additional materialsisas commentaries and programme
trailers. Scheduling is, thus, not a main concénhis thesis, however, where relevant | do
provide discussions of the channel identities @ané-slots of particular programmes (e.g.
see Chapter 8).

Despite these advantages, working from box setsiaposed some boundaries on
my thesis. For example, | have omitted a discussidaen soap operas suchHdlyoaks
(Channel 4, 1995- ) which are not available inttlegitirety on DVD’ (Even if Hollyoaks
was available, as it airs each weekday it woulthbeedibly difficult to watch in full.)This
research aims to set aside questions of worth ahg o judge the teen drama series on its
own terms and to concentrate on the internal rofielse genre for the production of
meaning. Yet, it is important to note that DVD cué, like television criticism more
widely, involves a process of valorisation by isiolg and creating boundaries around
specific texts (Hills, 2007: 47). As Matt Hills dams, the question of what television
programmes get released on DVD, at least partigdinforces hierarchies of quality (49).
Taking this into account, | have tried, where afal#, to include programmes with more
niche appeal that were not necessarily commeraialbyitically successful.

For the purposes of this thesis, | have choseridenrteen drama series to analyse,
including the US serieBeverly Hills 9021(Fox, 1990-2000)My So-Called Lifd ABC,

? Further research needs to be undertaken on Hollyoaks as this is a programme which regularly
addresses issues of teenage sexuality and sexual violence. To my knowledge, it is the only teen
series to deal with the subject of male rape.
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1994-1995)Buffy, Dawson’s Creglereaks and GeekK®\NBC, 1999-2000)Smallville, The
0O.C.(Fox, 2003-2007)Pne Tree Hil(The WB/CW, 2003- )Veronica Mars, Friday

Night Lights(NBC, 2006- ) and>ossip Girl(The CW, 2007-) as well as three British
seriesHex(Sky One, 2004-2005%ugar RuskiE4, 2005-2006) an8kins(E4, 2007-)

(For fuller details of these programmes, see AppeAll These programmes are part of a
much broader generic corpus and represent only séthe research undertaken. For
example, when compiling a body of texts to analysgjnitial viewing included other teen
series, such aRoswell(The WB/UPN, 1999-2002) arfélarty of Five(Fox, 1994- 2000). |
chose to focus on fourteen programmes as thisgeea manageable but still wide
enough sample to be able to determine structuaalative and ideological patterns in
where sexual violence narratives are positionedhawdthey function. My reasons for
omitting RoswellandParty of Fivewere due to their similarity to other texi@oswel] like
Smallvillg focuses on teenage aliens. However, | chosectssfonSmallvilleas it is the
longer-running of the two series. SimilarBarty of Fiveshares much in common with
Beverly Hills in terms of its emphasis on episodic social istagylines in its early
seasons. Again, | chose to lookBaverly Hillsas it is the longest-running teen drama
series to date. FurthdParty of Fivefocuses on five orphans, three of whom are not
teenagers when the series begins.

The fourteen programmes | selected to study arersky allowing me to take into
consideration differences between them in ternth@fyender of their protagonist(s), their
series’ length, generic hybridity and air datesug,Hive of the series are female-fronted,
four are male-fronted, three feature male/femdibng protagonists and two have
ensemble castsSome ran for several seasons and continue toaisind others were
cancelled after one season. Three are teen/supeahlaybrids, whilé/eronica Mars
blends teen and noir elements. They also encongpaswge of different channel identities.
Eleven are American and three are British, allowmgto consider how specific national
broadcasting and social contexts affect sexuaémimé narratives. The series span from
1990 to this day, enabling me also to discern agraknts across the genre over time as
well as counter accusations that structuralismgarde analyses are profoundly ahistorical
approaches (Neale, 1990; Seiter, 1992).

The time frame of the thesis is determined by te&vision scholarship which
conceives of the genre as beginning in 1990 ®eterly Hills(Moseley, 2001; Dickinson,

2004). The end date is imposed by time constraiotgive myself enough time to write up

% Although it is important to note that series’ protagonists can change throughout the course of the
programme (see Chapter 4 for a fuller discussion). | have also noted the gender of each series’
protagonist, where applicable, in Appendix A.
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the research findings. Some of the texts | am loglkt continue beyond this date and,
thus, | look only at the first seven seasonSmwifallville,the first two seasons &fiday
Night Lights,the first five seasons @ne Tree Hill the first season dsossip Girland the
first two seasons dkins.However, | do occasionally refer to sexual violestaylines
that continue beyond the end point of my thes#dsd look to newer teen drama series
such a®90210(The CW, 2008- ) anlee(Fox, 2009- ) in my thesis conclusion.

Chapter Outline

The purpose of this introductory chapter has beeutline the origins and main
aims of the thesis by identifying gaps in existaggdemic literature that it seeks to
address, to define the genre of the teen dramessand to delineate the scope of the
research.

Chapter 2 consists of a literature review whichlevgs these issues further. My
research intervenes in three distinct but overlagpreas of research: teen television
scholarship, feminist television criticism and famt work on teenage sexuality and
sexual violence, which largely derives from soadigioThe chapter is split into three
sections accordingly. The first section provide®aerview of the key academic debates
surrounding teen television. | highlight that thesa tension for adult academics in
studying texts that are arguably not aimed at thadhin this section, | explore the
implications of this both in terms of what is stedliand the scope of enquiry. | emphasise
that issues of format, genre and medium specifanigéy/frequently overlooked in this work
in favour of elevating ‘exceptional’ texts as woribf study. As this thesis is primarily
concerned with textual representations, | then nwve focus on scholarship on the
representation of teenage characters and sexaaliyell as social issues.

This emphasis on representational politics provalesdge to the second section
on textual feminist television scholarship, in whicaddress the critical emphasis on
female characters at the expense of consideratiomsiles, masculinity and broader
gender relations. | end by outlining the small bofiywvork on media representations of
sexual violence which this thesis draws on and ld@ge One of the main distinctions
between my work and this work, however, is an ersgghan contextualising these
representations in relation to narrative, seriesf generic structures. Indeed, existing
scholarship in this area, while providing a usgh@cedent for this thesis, focuses almost
exclusively on representations of heterosexual majpedividual episodes that are divorced

from wider series’ contexts.
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In the third section | focus on feminist work oenage sexuality and sexual
violence more broadly, which largely derives frootislogy. | begin by outlining the key
debates surrounding teenage sexuality and empigisiv this scholarship overlaps with
both teen and feminist television criticism. Oneladf aims of this thesis is to facilitate a
dialogue between these different areas of stuthen consider the growing body of
feminist work on the prevalence of sexual violeirceeenage heterosexual dating
relationships and the smaller body of literaturdemnage sexual harassment. This work is
particularly valuable as it situates discussiongeehage sexual violence in relation to the
broader context of the social construction of geedeexuality. However, despite this
interest in teenage sexual culture, | highlight 8@holarship on teenage dating violence, in
particular, tends to emphasise thelentrather than theexualnature of this abuse,
thereby obscuring questions about the relationséipveen gender, sexuality and power. |
end this chapter by establishing a working defanitof sexual violence, drawing on
Catherine MacKinnon’s (1982) conception of rap@rmarily asexualcrime and Liz
Kelly’s (1988) broad definition of sexual violenae a continuum. In doing so, this project
seeks to expand the existing critical emphasiepresentations of rape to include a
consideration of verbal and non-physical formseofusl violence. My emphasis on the
relationship between this abuse and serial strestiits neatly with this notion of a
continuum, as mapping this abuse across seriatstas allows me to establish
representational and narrative patterns acrossaealifferent forms of abuse, while still
allowing me to account for the specificity of cémtéypes of violence.

Following on from the critical context identified Chapter 2, Chapter 3 outlines
the methodological framework of my research andaltienale for this approach. One of
the main challenges of this thesis has been todinay to discuss the programmes as
television,asseriesand as a coheregenre rather than focusing on individual sexual
violence moments, episodes and/or storylines. &éweéthe programmes | am examining
span multiple seasons and encompass over a huegistles each and, thus, there is a
difficulty in managing this amount of material. dnder to do this, in this chapter | turn to
three separate but interlinked methodologies: tdunalysis, genre analysis and
structuralism. Textual analysis allows me to ac¢donthe specificities of each sexual
violence representation, while genre and structamalyses enable me to discern broader
patterns in which sexual violence narratives agtjpmed across generic and series’
structures. This then provides the context forepée analysis of how sexual violence
functions both narratively and ideologically acrtiss genre, as | go on to explore in
Chapters 5 to 8. After exploring each of these wdshn turn, | then outline the findings

of the narrative timeline research. The patterruared through this research indicate
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the value of analysing programmes in relation te another rather than focusing on a
particular series in isolation.

As this thesis is centrally concerned with contaliing representations of sexual
violence within broader series’ and generic strregand with the relationship between
this violence and representations of teenage siexu@hapter 4 explores the genre’s
formal organisation and also provides an overviéwsasexual norms. In this chapter |
draw on Moseley’s assertion that, like the soapayet the heart of the teen drama series
are place, characters and relationships (2001142)s explore the relationship between
narrative organisation and space as well as theegetiominant character types and
relationships. However, before | do this, | exantime genre’s organisation of time, as this,
| argue, is a key distinguishing feature betweendtama series and the soap opera. In
each of these three sections, | situate the temnalseries in relation to fictional television
narratives more widely. This allows me to accomnthedium specificity as well as to
discern the specifically ‘teen’ elements of therge\s | argue throughout this thesis, an
understanding of the formal elements of teen dreenies is crucial to fully interpret
representations of sexual violence. In each settidso consider the similarities and
differences between US and British programmes, lwhdevelop further in Chapters 7
and 8.

In the fourth and final section, | look at the ggardominant sexual norms. The
aim of this chapter is to identify these normsiider to establish a sexual context into
which the subsequent analysis chapters will betgtll This then allows me to discern
wider connections between representations of teesexuality and sexual violence. One
of the main insights to be gained from a structarallysis of representations of teenage
sexuality across the genre is that these sexuattaeys are distinctly gendered. | explore
the ramifications of this on sexual violence stiorg$ in the following analysis chapters.

From here, the thesis takes the form of four amalylsapters on sexual violence
narratives, the content of which is determinedh®ydtructural patterns uncovered through
my narrative timeline research. In each chaptewedsas drawing on relevant academic
literature, | also include close textual analydisexual violence representations from
several teen drama series in order to illustredettiese patterns transcend individual
programmes to encompass the genre as a whole.&th&pand 6 focus exclusively on US
programmes and Chapter 8 focuses only on BritiskeseChapter 7 considers British and
US series alongside one another in order to highBtructural patterns that transcend
national boundaries. | outline the motivations tetiermine this chapter structure in
Chapter 3.
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Chapter 5 examines the most common form of sexo#nce storyline: the self-
contained episodic narrative. In these storylilessexual violence narrative is introduced,
explored and resolved all within the episode’s stag without extending into subsequent
instalments. In particular, episodic sexual viokenarratives can be viewed as part of the
genre’s broader tradition of responsibly educagiogng viewers about social issues. In
this way, they can be linked to other episodicesta narratives involving, for example,
underage drinking, drug consumption and shopliftiflgese narratives operate to
emphasise the vulnerability and associated fatijbdf teenage characters as they
negotiate the transition from childhood to adultthobhey follow a common narrative
structure: the teenager tries to exert excessokep@ndence (by underage drinking,
dressing in revealing clothing and/or throwing ayahile their parents are away), events
then spiral quickly out of their control and by #yeisode’s close, they learn an important
lesson about the dangers of trying to grow up &st. By considering sexual violence
episodes in relation to these other issue-led tiagsaacross the genre, it becomes clear
that this age-related vulnerability is gendered sexlalised in significant ways. For
example, when a heterosexual male character get&,dat worst they receive a stern
warning. In contrast, when a heterosexual femadgattier gets drunk, she is often subject
to sexual abuse. This gendering of sexual violerceatives is connected to broader
representations of teenage sexuality across thre gas Chapter 4 indicates.

In Chapter 5, | argue that there are four mainatewe functions of sexual violence
in these episodic storylines: it is framed as asdssue; operates as a warning about the
vulnerability of (female) youth; is a catalyst f@mance; and/or a mystery-to-be-solved
(see Appendix C). | then consider the dominantatese structure of each, drawing on
examples fronBeverly Hills, My So-Called Life, One Tree HihdSmallville
respectively, before moving on to consider ideatagpatterns across all fourhese
episodic examples span from 1991 to 2005, whioh @lsws me to identify developments
across the genre over time. | consider how theodmsarrative form affects how sexual
violence storylines are framed, drawing on and daraging arguments by earlier teen
television scholars that this form is unable tol @&th issues in any kind of complexity
(see Wilcox, 1999).

It is this latter debate that informs my analysi€hapter 6, which focuses on
sexual violence narratives that span multiple ef@sol question whether their longer
structure necessarily allows for a more complexmmghced engagement with sexual
violence. An interesting finding that emerges frihnis research is that while teen
television scholars have typically dismissed epis@$sue-led narratives in favour of serial

narrative arcs, episodic and overarching sexud¢nae narratives function in broadly
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similar ways. While overarching narratives expltre aftermath of the victim in more
depth than self-contained episodes and also afffi@rgerpetrator slightly more of a back-
story, they largely promote an individualised ustiending of sexual violence that
reinforces rather than complicates hegemonic geddais.

Structural analysis reveals that these overarcstioiylines are almost always
positioned in relation to teenage romantic relaiops: sexual violence operates either to
advance or frustrate a romantic union or to higttlipe dangers of choosing the wrong
man (as when sexual violence follows the end @lationship, for example) (see
Appendix D). | argue that this positioning has @lanplications for the kinds of stories
told about sexual violence. | examine each of tliesemain narrative functions of over-
arching sexual violence storylines in turn, outionthe narrative structure of each and
drawing on specific examples from several teen draeties, includingeverly Hills, The
O.C., Dawson’s Creek, One Tree HilhdFriday Night Lightspefore examining
ideological patterns across all four.

Situating a number of overarching sexual violeraeatives alongside each other
in order to determine their dominant narrative tiores also allows me to consider
narratives that differ from these norms. Homophdatiase narratives, for example, are the
only overarching sexual violence narrative thatraseembedded within romantic
relationships. Instead, like episodic narrativeese remain stories that are primarily about
issues of personal identity. Representations ofdsaxuality in teen drama series have
received more critical attention than other depitdi of teenage sexuality (Davis, 2004;
Battis, 2007). However, scholarship has tendedt¢as on coming out storylines in
isolation. What this analysis misses by focusingrmse revelations outside the broader
context of the series is that they are almost atwagceded by homophobic abuse
narratives. This narrative pattern suggests ttahing out’ is the problem for the
homosexual character to overcome, rather than ywdad homophobia, reinforcing the
genre’s ideological emphasis on personal respditgibi

Chapter 7 departs from the US focus of the previaaschapters to consider US
and British female-fronted teen drama series aldegsach other. This chapter explores
the relationship between the gender of the sepietagonist, the representation of sexual
violence and narrative and series’ structure. Mglysis reveals striking structural
differences in where sexual violence is positiomeskries featuring heterosexual female
protagonists as compared to those featuring mateate/female protagonists or those with
ensemble castBuffy, Veronica MarandHexall feature sexual violence in their pilot and
finale episodes, suggesting that feminist issugd) as sexual violence, remain central

concerns throughout these female-fronted serigthémBuffyandVeronica Marshoth
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feature sexual violence narratives that run coeeuly, enabling connections to be made
across different forms of abuse. | situate a disionsof these representations in relation to
feminist critical debates of female-fronted teearda series which argue that with the
centrality of a female perspective, these serifss af particularly conducive site from
which to expose and critique gender inequalitieslté 2008; Braithwaite, 2008).
However, my intention in this chapter is not toliegte the existing feminist focus by
arguing that these texts are more feminist thaaratbries, but rather to complicate this
approach by considering how genre and medium spiggiintersect with these
representations.

The British teen drama seri€sigar RuslandSkinsform the basis of my final
analysis chapter. Chapter 8 addresses the diffdiseuirsive construction of the figure of
the teenager in a British context and argues thigtias crucial implications for
representations of sexual violence in these sdrieontrast to US programmes, in which
the teenager is constructed as a vulnerable figuneed of adult guidance and support, in
British series the teenager is portrayed as muaie independent. | highlight that this
construction is inextricably linked to both the é&teasting and social contexts that these
series emerge from. Thus, here | provide a briehaew of the history of British youth
television, looking specifically at the birth of &mel 4 and E4, before moving on to
analyse sexual violence narrativesSimgar RuslkandSkinsin more detail. As there is a
dearth of academic work on these British teen draengs, | draw on wider academic,
popular and journalistic debates on youth telewisiothis context.

In the final chapter (Chapter 9), | conclude bycdssing the findings and
contributions of my research more broadly and hue telates to current academic
debates in the fields of teen and feminist televisicholarship. | then move on to reflect
upon the methodologies employed and their potensiatl limitations, before pointing to
some future areas of research.

Overall, then, this thesis provides a critical asdoof the kinds of stories about
teenage sexual violence that are enabled (or gdt)Sand British teen drama series.
Throughout, | argue that a fuller understandingak sexual violence functions
narratively and ideologically is offered by contgdising these narratives in relation to
broader series’ and generic structures. This caumgdigation provides insights into a

variety of different forces that shape how theseatizes are framed.
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Chapter 2
Literature Review: Troubling Teens and Anxious
Adults

Introduction

The teen drama series is a genre that is centatigerned with issues of sexuality,
yet although there is a growing body of work omtesdevision (and teen drama series,
specifically), sexual representations have beagelgroverlooked. Both feminist and teen
television scholarship tends to focus quite naryawl the role model credentials of
individual characters and is, therefore, ill-suitec¢onsider gender relations and sexual
narratives more broadly. Instead, work on teenagaality and sexual violence tends to
derive from sociology. The aim of this chapterréfere, is to facilitate a dialogue
between these three areas of scholarly reseamteéevision criticism, feminist
television scholarship and feminist work on teensgeuality and sexual violence more
broadly.

Although these three areas of scholarship arendistihey share similar concerns
and approaches. Central to all this work is a sehsis-identity. Angela McRobbie (2004)
uses the term ‘dis-identity’ to refer specificaltythe generational distance invoked by
young women from second-wave feminism. Here | apipdyterm more broadly to
describe the distance between the adult acaderditharteenage subject of their research.
The teen television scholar studies texts thategeably not aimed at them but at much
younger viewers. The feminist television academioften concerned with designating the
appropriate ‘positive’ role models for young fensate follow. Lastly, the sociologist
measures the effects of media images of sexuality 'eenage audience. In all cases, teen
television (and television more widely) is lookddtaough an adult lens. This dis-identity
has impacted on the study of teenagers and temndiein in crucial ways, shaping not
only whatis studied, but also the scope of the enquiry. ysiagj and judging teen
programmingasteen programming is rarely a key concern.

This thesis aims to move beyond this recurring eamavith the effects of
television images on teenage viewers to explorgémee of the teen drama setiiesnore
depth. This chapter, therefore, will consider tapggand limitations of this existing teen
and feminist television scholarship as well as wamkeenage sexuality and sexual

violence in order to establish a framework for depeng a methodology in Chapter 3. |
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will not only focus on negative aspects of this kydrowever, but will also highlight key
authors, ideas, arguments, essays and books tr&bbkan influential in shaping my own
approach to examining representations of teenagebty and sexual violence across teen
drama series. | will begin by examining recurrirgpdtes in teen television scholarship
before moving on to focus on feminist textual ted@n criticism. In the final section, |
explore sociological work on teenage sexuality fmainist work on sexual violence more

broadly, before offering some brief conclusions.

Teen Television Scholarship

Reflecting the dis-identity at the heart of tedeuision scholarship, Davis and
Dickinson, authors of the first academic antholdgdicated exclusively to teen television,
argue that, ‘there is still a reluctance amongatiamics to entrench themselves in certain
aspects of teen TV which lie outside our direcitfall and aesthetic priorities’ (2004: 5).
This first section explores the implications ofsthéluctance in more depth. | will begin by
examining the impact of this dis-identity betweba adult academic and teenage viewer
on conceptions of genre, drawing heavily on debalesit quality and national context. |
will then move on to focus on the representatiguditics of teen drama series and their

depiction of social issue storylines.

‘But What About Buffy ?’
Television Genre and Issues of Quality: Elevatingt  he

‘Exceptional’ Teen Text

Television is a denigrated medium. Unlike film diterature, it has not
traditionally been considered as an art form. budté connotes domesticity,
commercialism, triviality, repetition and diversi¢@oode, 2003: 106). Reflecting this,
television studies has its roots in sociology am$sncommunications, in contrast to film
studies which is rooted in humanities (Kaplan, 2198%7). Within television studies,
further evaluative judgments take place that aegticably connected to the notion of
genres. As Mittell explains, television genresastivated in systems of cultural value;
nearly every genre is located on a highbrow/lowboottural axis (2004: 15). For
example, soap opera has traditionally been lookechdupon in contrast to more ‘serious’
and ‘worthy’ genres such as the documentary. The tkama series, with its serial form
and emphasis on melodrama and dialogue, borrowseelks from the soap opera and,

thus, has rarely had access to critical approvatestige. This critical denigration is
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heightened by the young age of its viewers. As ®awid Dickinson explain, there is a
tendency to view teen television as ‘disposabphemeral’ and, by association, ‘low
culture’ partially due to the liminal status of itkended viewers who could conceivably
quickly grow out of this programming (2004: 7). Begudgments are rarely made explicit
by scholars, but nevertheless shape both whatested as a worthy object of study and
how it is approached.

It is only in recent years that teen televisionadatship has emerged and, even
then, there is often a clear discomfort in this knarrelation to the adult academic
studying texts that are arguably not aimed at thiems adult/teen tension is manifested in
two main ways. The first is a tendency to look daypon these texts. This is exemplified
by Neil Badmington’s essay ddoswellin which he argues that, ‘against all odds, an
apparently harmless example of teen televisiorretieradical challenge to traditional
ways of understanding who “we” and “our” others htige’ (2004: 173). This statement is
imbued with condescension and surprise that agesgramme such d&oswellcould
offer anything of value to the adult academic. $aeond, and more common, way that
this tension is expressed is through the tendemrcgdholars to elevate particular texts as
‘exceptional’, thereby at once justifying theireng¢st in them and divorcing them from
their wider generic context. If teen televisioraleeady a denigrated genre, it follows that
to justify their interest, adult academics studytingse texts seek to remove them from
‘teen’ generic frameworks.

This tendency to argue for a programme’s ‘quaktgtus by highlighting its
uniqueness illustrates a key bias against the poroéegenre. As Jane Feuer (1987)
explains, the French term ‘genre’ literally meaysetand ‘genre theory deals with the way
in which a work may be considered to belong tees<bf related works’ (1992: 138).
Thus, traditionally, genre analysis has soughtlémiify and highlight similarities across
bodies of texts. With its emphasis on textual réipet then, genre analysis works against
common standards of evaluation that are basedaagomantic theory of art that places the
highest value on the concepts of originality, peed@reativity, and the idea of the
individual artist as genius’ (Feuer, 1992: 142).Fesier further notes, the concept of genre
was initially used in film studies to condemn massduced films for their lack of
originality. Conversely, many genre analysts foengeneric hybridity and variation, but
again this is often in the service of arguing forrdividual programme’s exceptionality
from other generic texts.

This opposition between the formulaic generic snd the innovative art form is
played out across much of the scholarshiaffy, which typically makes claims for the

series’ difference and exceptionality from othemterama series. Indeed, | have titled this
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subsection ‘But What Abowuffy?’ in response to the number of times | have hdasd
ubiquitous question after presenting conferencerspn the teen drama series genre more
widely. Scholarship on the programme is often @& stress how it transcends and is,
therefore, better than all other teen drama seeésre and after it. Indicating the dominant
critical view thatBuffyis special, it is the most widely studied of akkh drama series, with
numerous books devoted to the programme alone lhasveeveral chapters and articles
and an online journa§layage' Further,Buffyis the only teen drama series to be included
in the BFI TV Classics series (Billson, 2005), asite adult dramas and documentaries
such agrime SuspeddTV, 1991- 2006)Jermyn, 2010) an@ivilisation (BBC2, 1969)
(Conlin, 2009). Similarly, James Lyons and Markckasich include an essay &uffy
(Parks, 2003) in the@uality Popular Televisiobook.Buffyis also the only teen drama
series to be included ifhe Guardiars top fifty television dramas of all time, compiléy
the newspaper’s television writers (2010).

The passion and fandom Biffy critics is remarked upon by Elana Levine and Lisa
Parks (2007) in their introduction to the lateshaiogy of criticism on the serieshdead
TV.They argue that television criticism more widelyr@nds affective engagement with
its objects of study and, thus, that academic ¢diguffy can often be the most passionate
and harsh critics of the programme (2007: 7). Witiise may be true of television studies,
in the work orBuffyspecifically, the ‘affective engagement’ of the alen frequently
becomes synonymous with an emphasis on viewingpteaAudience research on the
series almost exclusively engages with fellow \actans rather than ordinary viewers
(Kearney, 2007; Hill and Calcutt, 2007; Middlet@®07). Therefore, far from being harsh,
this scholarship tends to champion the series, demaimgfra reluctance to examine
aspects of the text that may be less progressie a&slits representations of race and class
(Pender, 2002). However, removing this programramfbroader generic structures and
focusing on pleasure means that certain issuel,asiits teen generic precedents and
pervasive representations of male violence againstien, have been largely overlooked
in Buffyscholarship. CertainlBuffydoes approach particular narratives in a way that
differs from most other teen drama series, butsigeks in Chapters 4, 5 and 7, it also
holds striking similarities to other teen dramdesgrparticularly supernatural and female-

fronted programmes.

4 Books include Kaveney, 2001; Wilcox and Lavery, 2002; South, 2003; Billson, 2005; Wilcox,
2005; Levine and Parks, 2007. Articles and chapters include Wilcox, 1999; Playden, 2001; Vint,
2002; Siemann, 2002; Parks, 2003; Bavidge, 2004. The journal can be found at
www.slayageonline.com.



29

This tendency to study particular programmes itaisan, divorced from broader
generic frameworks, is reflective of teen teleuvisszholarship more widely. Scholarship
of teen drama series, in particular, rarely congages this format as a coherent generic
category with distinct textual markers. As wellvasrk onBuffy, there are book-length
studies on individual series suchieverly Hills(McKinley, 1997) andVy So-Called Life
(Byers and Lavery, 2007) and chapters and artargsrogrammes such &snallville
(Feasey, 2008; Battis, 2006; Banks, 208wson’s CreekBrooker, 2001; Davis; 2004;
Dickinson, 2004; Birchall, 2004; Hills, 2004) amdore recentlyVeronica MargBolte,
2008; Braithwaite, 2008; Mittell, 2009). When germsaliscussed, it is frequently in
relation to the generic hybridity of particular tesuch a8uffys use of horror elements or
the blend of teen elements with film noir\ieronica MarsTherefore, in this work the
teen drama series is paradoxically and implicigfiried by its veryack of distinct generic
markers.

Scholarship on the generic hybridity of particukts can lead to very insightful
analyses, such as Sue Turnbull’s (2008) essayeorethtionship between film melodrama
and male representationsThe O.Cand Jenny Bavidges’ (2004) consideration of litgrar
antecedents in relation to representations of gidhin Buffy. However, this emphasis on
hybridity often comes at the expense of considenatdf theteenandtelevisualelements
of these programmes. This is illustrated by Bavislg@alysis of a scene in which Buffy
has temporarily lost her powers (312 ‘Helplesshe @&rgues that Buffy’s red, hooded
jacket in this scene signals her vulnerability bymoting Little Red Riding Hood, yet she
overlooks other aspects of the scene that couldabdr reading (2004: 48). Buffy's
helplessness is not only signalled by her costloueby the scene’s setting in a dark,
moonlit, shadowy street, the use of longshots whitiphasise her aloneness, ominous
non-diegetic music which speeds up as Buffy becanesasingly afraid and the diegetic
sounds of men’s laughter, dogs barking and theteinhumming of a monster that seeks to
harm her. Notably, Bavidge is an English professut, thus, it is perhaps unsurprising
that she chooses to focus Buffys literary aspects instead of considerations ofliona
specificity. Her reading of the scene is not ne@elysincorrect, but the interdisciplinary
nature of popular television scholarship more widelin mean that the distinctly televisual
elements of texts are overlooked.

It is notable that Bavidge uses a literary rathanta televisual heroine as an
antecedent to Buffy. Turnbull similarly turns nottelevision but to cinematic examples of
melodrama when considering precursors for the megdeesentations ifihe O.C. This
reflects the tendency of scholars to import terramffilm and literary genre theory when

studying television genre, rather than accountongte specificities of the medium. As
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television is not a culturally revered mediumoliéws that criticism of teen drama series
that seeks to elevate the quality status of thesgrgmmes tends to marginalise the
televisual aspects of these texts. When makingfoidthe quality status of individual teen
drama series, Hills (2004) and Davis and Dickin&904) emphasise the programme’s
cinematic elements, such as high production vakesial effects and the crossover of
cinematic stars and directot3he influence of the cinematic horror genre isgjtrently
emphasised iBuffyscholarship, with Carol Clover’s (1992) work on tiaror film’s

‘final girl’ widely referenced (Bavidge, 2004; Kawey, 2001; Hammond, 2004; Fuchs,
2007; McCracken, 2007; Middleton, 2007). In cortirtiee generic teen influence Buffy
is rarely acknowledged.

The emphasis on cinematic elements when makinmslér the ‘quality’ status of
particular teen dramas is indicative of televisstudies more widely. For example, in their
Quality Popular Televisiobook, Lyons and Jancovich begin by citing Petemi&es
argument that an average episod8uffyis better than any contemporary horror film
(2003: 1). Robert Thompson (1996) also foregrowmadsmatic traits in his analysis of US
guality television, emphasising these programmigi broduction values, large casts,
authorship and cross-over cinema stars. He endhajser by citing journalistic literature
that argues that television is now superior tonttoeies (1996: 192). One of the main
problems with applying literary and cinematic getireories to television is that it means
that these programmes are not judgetékvision As Mittell notes, this then opens
television programmes up to unfair dismissal (2004). Indeed, to judge television
programmes by cinematic and/or literary standasks obscuring medium specificity as
well as texts that do not necessarily have higllyection values or cinematic personnel
behind them. | expand on these problems of conaégping television genre in the
following chapter.

Further, in the case of teen television scholarshimlity’ is inextricably related to
national context. Jancovich and Lyons posit quaéitgvision as a distinctly US
phenomenon (2003: 1), while Thompson’s (1996) araph quality in his book on
television’s second golden age looks exclusivelraerican fictional television. This
conflation of ‘quality’ television with US texts iteen television scholarship means that
British programmes have been vastly overlookedmydknowledge, there is no academic
writing on contemporary British teen drama seridg limited scholarship that does exist
on British youth programming has tended to focusnusic and/or magazine formats
(Lury, 2001; Osgerby, 2004).

5 For example, Hills explains that the association of Kevin Williamson, a cinematic director, with
Dawson’s Creek elevates the series’ quality status (2004: 54).
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The scholarly emphasis on US texts can be par@aibtained by the dominance of
US teen drama series themselves. In her essaydadh series in Creebellhe
Television Genre BodWloseley concludes that, ‘the teenager remainoprafly
American’, thereby implying that the teen dramaeseis a uniquely American genre
(2001: 43). Indeed, the genre is marked by US coctst such as cheerleaders, jocks and
home-coming dances. Writing in 2001, Moseley iswaaing. However, in the past five
years, British teen drama series have become moneipent, thus, this thesis aims to
challenge the existing scholarly focus on US téytsonsidering British texts also.
Moseley (2007), herself, has recently addressadritalance, with an essay on the
development of dramatic programming for teens Briish context between 1968 and
1982. To my knowledge, she is the only scholaxen@ne British teen drama series and,
thus, | look at this piece in more detail in Chaite

The ‘quality’ status of individual programmes i iomly configured on the basis of
their national context and non-televisual elememnts also by their audience appeal. As
Brunsdon asserts in relation to television studiese widely, there are always issues of
power at stake in notions such as quality and juagr(il990: 73). Teenagers lack social
power and thus, the ‘quality’ status of individte¢n texts is almost always configured on
adult terms. It is no coincidence that programmils eross-generational appeal such as
BuffyandDawson’s Creelare repeatedly discussed, at the expense of progeanwith
more exclusively teenage appeal. As Hills expldit@uality teen TV” remains a
problematic category because it threatens to digsiablished power relations that
associate all things teen with negative stereotgpeh as “not-quite-adult” (2004: 65).
Therefore, paradoxically, when bidding for a pautiéec teen drama’s ‘quality’ status, the
adult academic tends to emphasise aspects ofxhiét may appeal to adult viewers,
while simultaneously marginalising the ‘not-quitesét’ or teen aspects of the téxills
argues thabawson’s Creek quality status can be attributed to the unubals of
maturity, self-reflexivity, agency and articulatat it imbues on its teenage characters,
thereby attempting to ‘powerfully revalue discowrsé the teenager’ (2004: 54). In other
words, for a teen drama suchZawson’s Creeko achieve the status of quality television,

its teenagers must act like adults.

® Audience research on Buffy frequently emphasises the cross generational adult appeal of the
series, at the expense of considering the programme’s teen appeal. Kearney (2007) analyses
the series’ websites and message boards in order to investigate cross-generational forms of
identification, while Mary Hammond (2004) also examines the cross-generational appeal of
Buffy, considering how the series enables polysemic readings that could incorporate both adult
and teenagers’ needs.
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As noted in the previous chapter, in recent yeaosanthologies on teen television
have emerged which explicitly set out to challetigs critical emphasis on isolated
‘exceptional’ texts (Davis and Dickinson, 2004; Resd Stein, 2008). Again the essays
comprising these collections focus almost exclugiee individual programmes, but they
are situated in relation to a broader structurectvisbnsiders teen television as a coherent
genre and framed by introductions which usefultgirogate and challenge the notion of
teen television as unworthy of academic attention.

Both books take a fluid and expansive approacletoey aiming to challenge
existing preconceptions about what ‘teen televisamtompasses by combining close
textual analysis of specific programmes with coesations of industry and reception.
Each is split into three sections which approae television from different angles. Davis
and Dickinson divide their book in relation to genconsumption and identity, while Ross
and Stein include sections on industry, texts aedption. Ross and Stein, in particular,
draw upon Mittell's (2004) approach to televisiange, in which he challenges the
traditional view that generic meaning is locatethia text (2008: 4). Instead, he argues
that, ‘we need to look beyond the text as the Idougenre, locating genres within the
complex interrelations between texts, industrieslj@nces and historical contexts’ (2004
10).

In many ways, this fluid approach to genre is uisefd refreshing, challenging the
existing scholarly focus on a narrow range of U&alify’ texts with cross-over adult
appeal. Davis and Dickinson’s book, for exampleludes two essays on Australian
children’s and teen drama series (Rutherford, 20@glas and McWilliam, 2004) while
Ross and Stein’s anthology features an essay, by Rerself, on the Canadian teen drama
seriesDegrassi: The Next Generati¢@TV, 2001- present). Both collections also feature
essays that map a history of teen television progrimg from the late 1940s onwards
(Martin, 2008; Osgerby, 2004). Bill Osgerby’s essaparticularly insightful. He is one of
the few scholars to look at US and UK texts alogsiach other, tracing their different
national histories of teen programming. | discussaork in more detail in Chapter 8
when | look exclusively at British teen drama sgriadicating how the specific history of
youth programming in the UK has affected the disimar construction of the teenager and
teenage life irBugar RustandSkins.Here, | also draw on Karen Lury’s (2001) analydis o
British youth programming between 1987 and 199%h@\gh Lury focuses primarily on
music and magazine formats rather than dramasatimplex connections she makes
between viewing sensibilities, generation and fslem aesthetics remain broadly
applicable to contemporary British teen dramasaeduseful for working through the

discursive construction of the teenager in thicHenational context.



33

Despite these advantages, there are problems inagpng genre in such a
flexible and open manner. While Mittell argues ttwatry and draw boundaries around
genres is a ‘critical dead-end’, at the same timéake too fluid an approach leads to
slipperiness and runs the risk of losing a gripwyat is being studied (2004: 11). For
example, the authors of both anthologies pointloait the content of teen programming
does not determine its audience, arguing that pattteen and adults watch these
programmes as well as teens. As such, Davis andridmn’s book includes an essay on a
children’s sci-fi programme (Rutherford, 2004) vehRoss and Stein include an essay on
the adult drama serieSix Feet UndefHBO, 2001-2005) (Brickman, 2008). Like teen
drama series, both of these programmes featureipentrteenage characters and engage
with teenage themes. They are also both dramasaridin serial elements. Yet, as |
argue throughout this thesis, teen drama seri¢gréedistinctive elements that
differentiate them from children’s and adult drasesies, particularly in their handling of
narratives about teenage sexuality and sexualngel&ix Feet Undedoes contain
teenage sexual narratives, but these are not threfowaus of the series in the way that they
are in programmes likene Tree HillandGossip Girl.

Defining teen drama series by the age of charaatetsby particular themes can
also lead to a critical conflation of these prognaes with teen cinemaTimothy Shary
(2002) and Steve Neale (2000) both define the catienteen genre predominantly by the
centrality of teenage characters. Scholarship distanct cinematic teen genre is much
more prevalent than work on teen television, wihesal books (Bernstein, 1997; Lewis,
1992; Shary, 2002, 2005; Tropiano, 2006), arti¢Bsary, 1997) and subsections in books
on film genre (Neale, 2000) devoted exclusivelydtentifying shared textual markers
across teen films. However, like the work on tedevision dramas, this criticism strongly
emphasises the generic hybridity of teen filmshv@hary (2002) separating the chapters
in his book according to subgeneric categories sisclyouth in School’ and ‘The Youth
Horror Film'.

Teenage characters and themes certainly transoemdts, genres and mediums,
as Moseley (2002) illuminates in her essay whiabds the representation of female
teenage witchcraft and magic across teen filmspsis and drama series from 1964

onwards. However, while she highlights interestimgmatic parallels across these texts,

" Roz Kaveney's (2006) Teen Dreams provides an example of this conflation. In her book she pays
little attention to medium specificity, alternating between discussions of teen films and television
drama series. She also displays a strong bias towards teen film and when she does include
limited descriptions of teen dramas it is solely to consider the influence of teen film on these
programmes, examining cinematic references and crossover stardom. Further, the book’s front
cover exclusively features still filmic images and the index page is entitled ‘Index of Films’,
subsuming television programmes under this heading.
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her broad view of genre means that issues of foamdtmedium specificity become
obscured. In particular, this approach is ill-stite account for the serial elements of teen
drama series. She discusses the recurring trofe démale teenage make-over in these
texts, tracing it across 1980s teen films sucRrasty in Pink(Howard Deutch, 1986) and
The Breakfast Cluflohn Hughes, 1985) to teen sitcoms sucBasina, the Teenage
Witch (ABC/The WB,1996- 2003) and contemporary teen dragries, such d&3awson’s
Creek.She asserts that, ‘At the heart of the teen filioh @hevision show, then, is the
glamorous makeover of the central female charaaterechanism through which
appropriate feminine identities are constructedranmforced’ (2002: 406). Yet, while the
makeover of tomboy, Joey Dawson’s Creekloes function to reinforce appropriate
feminine identities - she is ‘rewarded’ for hercets by gaining the attention of her love
interest, Dawson - the storyline holds a vastljetdént degree of narrative weight than the
films Moseley discusses. Pretty in Pink for example, the heroine’s ‘makeover’ occurs at
the climax of the film and is portrayed as a siigaiit moment in her sense of personal
identity, while inDawson’s CreekJoey’s makeover occurs in the first season artius,
diluted by the series’ subsequent five seasonshé&ymMoseley’s account does not allow
for the ambiguities inherent in long-running seri@ey may gain Dawson’s interest in this
episode, but she quickly rejects him and returrseing a tomboy.

This example reinforces Mittell’'s argument thampiorting genre theories from
other media into television studies cannot addkegsspecificities of the television
medium, which are formative of the genre categosiesnay wish to analyze’ (2004: 1-2).
It is somewhat paradoxical, then, that Ross anth Staw so heavily on Mittell in
formulating their own conception of the teen tedé genre. Despite setting out to
challenge preconceptions of what this genre carteit almost all of the essays in their
book focus on teedrama serieswith no acknowledgement of this bias. Similarlgsgite
entitling their bookTeen TVin their introduction Davis and Dickinson expréss
intention of the volume to ‘unravel [the] recurretiaracteristics of teedramas (my
emphasis), neglecting to make a distinction betvirerdramatic format of particular teen
programmes and broader teen television, which centmpass diverse formats from
documentaries to quiz shows (2004: 1). From theatuthey use an example from
Dawson’s Creelas indicative of teen television more widely, riglgtthe selected
sequence to other US teen drama series suBhfasthe Vampire Slayer, My So-Called
Life andSmallville(2004: 1)

This equation of teen television with teen drantéesds troubling in anthologies
which profess a desire and need to take teen sadevseriously and which identify a lack

of rigor in existing teen television scholarshipigequation is perhaps most prevalent in
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the section entitled ‘Genre’ in Davis and Dickinsobook, in which one would expect to
find work that is particularly careful and thorouighits definitions of teen television. All
four of the essays comprising this section focudustvely on teen drama series, yet pay
little attention to the format of these texts. Taigical neglect is particularly apparent in
the essay by Hills (2004) on the quality and ctatus ofDawson’s CreekHills never
once mentions the dramatic format of the setespite the fact that, | would argue, it is
inextricably linked to the series’ perception agdlity’. It is difficult to imagine a similar
argument being made regarding the ‘quality’ status teen quiz show.

In television criticism of teen dramas, teen drasnaot only conceptualised as
synonymous with teen television, but also with teeries. All of the teen dramas
discussed in the two anthologies, as well as niasiose discussed in teen television
criticism more broadly, contain serial elements geid with few exceptions, attention is
rarely paid to these programmes’ narrative orgaioisaThe tendency to overlook these
issues of format reflects a wider marginalisatiboansiderations of medium specificity in
this work. Scholarship on teen television dram&sdrequently favours broad episode
synopses, characterisation or extracts of dialayee other televisual and aural aspects of
the text, such as the camerawork, soundtrack dmetlsting. This marginalisation can be
partially explained by the increasingly interdidipry context of television studies more
widely. Three of the contributors to Davis and Digon’s book are English lecturers and
thus, television is not their main concern (Bavid2@04; Badmington, 2004; Rutherford,
2004). This interdisciplinary context is not unigoecriticism of teen dramas, but to
popular television studies more widely. The resamites of books on individual television
programmes, entitleReading Contemporary Televisiaeflect this cross disciplinary
focus, featuring contributors from diverse fieldstudy including political science,
languages and law. Whilst this can lead to intergshsights, as some of the most popular
academic writing on contemporary television, itsleacourage a worrying neglect of
medium specificityAdditionally, this populist television scholarshgoften underpinned
by an assumption that ‘good television’ (televistba scholar likes) is the only legitimate
object of study. It is notable that the contribsttry theReading Desperate Housewives
book, for example, are overwhelmingly fans of thaes (Akass and McCabe, 2006). As |
explore in the following section, this emphasisv@wing pleasure can mean that issues
such as sexual violence are under-explored.

The lack of attention paid to issues of genre ho&arship of teen drama series is
also troubling, reflecting a critical reluctanceudge these programmes on their own
merits. Yet, to acknowledge that particular progrees are part of a wider teen drama

series genre does not necessarily have to lessgrafipeal. Rather, by considering issues
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of genre, more nuanced analyses of teen drama stvé do not focus exclusively on
examples of US, ‘quality’ texts with cross-over Bi@dppeal, can ensue. As Jason Jacobs
argues, ‘It is necessary to think about differesgiieations of different kinds of television,
which ultimately requires thinking less about “iegton” and more about particular genres
and programmes’ (2001: 430). Although | am a famahy teen drama series, | am not
interested here in elevating certain programmesxamples of ‘quality’ texts. Instead, |
am interested in opening up a generic space wheae €xamine representations of

teenage sexuality and sexual violence on the temalseries’ own terms.

The Representational Politics of Teen Drama Series

One of the main ways that teen television schgiestfy elevating particular
programmes as ‘quality’ texts that are worthy dfical attention is on the basis of their
representational politics. Kate Douglas and KellgWllliam label Australian teen series
Heartbreak High(Network Ten/ABC, 1994-1999) an example of a ‘cuyateen television
drama’ implicitly in relation to the series’ norestotypical representations of multicultural
teenaged identities (2004: 151). Conversely, Repsesses concern thiaglicity is
critically acclaimed due to its marginalisationrepresentations of race (2004: 142). These
examples reflect the tendency of teen televisitrlseship more widely to either condemn
dramas for representing race, sexuality, gendéigmadity and/or class in a stereotypical
and, thus, negative manner or to champion textgdimisgressing representational clichés.

Davis explores this tendency towards polemicaiaisiin of the postive/negative
representational politics of teen series furthegueng that what constitutes a ‘positive’
representation is highly contentious (2004: 134).ndtes that the critical demand for
‘positive’ images in teen dramas is bound to trseuasption that children and teenagers are
more susceptible to televisual imagery than adtltsvever, despite his awareness of the
flaws of this argument, Davis maintains that if thediacaninfluence viewers’ opinions
and behaviours, then the educative potential aesgmtation in the teen series should not
be ignored. In particular, he examines represemsiof queer teens Party of Five,
Dawson’s CreelandMy So-Called Lifearguing that these depictions may provide points
of identification for queer teenage viewers, ad aglpromote tolerance and understanding
in heterosexual viewers. He expands that in théesoof a scarcity of televisual
representations of queer teens, these depictiGaotaadded significance creating an even

greater need to avoid stereotyping.

® Further examples would include much of the feminist work on Buffy which tends to praise or
condemn the programme for its portrayals of femininity and feminist ideologies.
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Critical concerns about whether individual repréagons in teen series are
progressive or regressive, then, are inextricablynd to concerns about viewer
identification and specifically, the educationapiact that these images may have on
teenage viewers’ behaviours, attitudes and expexntatThis emphasis on the impact of
images on viewers is particularly prevalent in feistiwork on young girls. Sarah
Projansky and Leah Vande Berg (2000) consider itindskof identities offered to young
female viewers byabrina, the Teenage Witalhile E. Graham McKinley (1997) looks
exclusively at young female viewers when conductingaudience researchBéverly
Hills. In recent years there has been a growing bodynoifiist work on male teenage
identification with male characters (Feasey, 2008nbull, 2008; Banks, 2004). However,
even then, this work frequently relates these figgito female viewers. For example,
Miranda J. Banks, whose essay examines represergati teenage masculinity in
SmallvilleandRoswellargues that the sensitivity and emotional strenghifest in the
central teenage male characters of these seriessniadém ‘the ideal mate for a budding
young feminist’ (2004: 26).

While | agree with Davis that media representaticans potentially influence both
youngandadult viewers’ opinions and behaviours, work cangege viewer identification
tends to be overly simplistic, failing to take irocount the complex ways in which these
viewers make meaning and take pleasure from textsiaglecting to consider cross-
gender identificatiofl.Furthermore, the emphasis on teenage female fidatitn at the
expense of equivalent considerations of teenage idahtification is highly problematic
as it replicates traditional stereotypes of femaleisg passive in contrast to active males.
The predominant interest in young female viewenglies that these viewers are in need of
guidance on how and what they should be watchimgevthe critical silence on young
male viewers suggests that they are less vulneréb&small body of audience research
on teenage viewers complicates and challenges tiwemms of viewer identification,
revealing that, far from watching passively, thisli@nce is often actively engaging with
these programmes (Driver, 2007; Turnbull, 2008;de&y, 2001; McKinley, 1997).
Moreover, as Turnbull (2008) notes, with their enbe casts, teen drama series offer the
opportunity for viewers to oscillate between selei@wing positions, including those that

cross gender or generational boundaries. Will Beodlrther problematises this overly

% In her analysis of the crossover teen stardom of Sarah Michelle Gellar, Susan Murray (2007)
equates female teenage identification with characters of the same gender and age, thereby
neglecting to consider cross-generational or cross-gender identification. Sheryl Vint (2002), in
her analysis of the relationship between Buffy and Gellar, also looks exclusively at how young
female viewers may identify with each of these figures, at the expense of considerations of
young male viewers’ identification with the show.



38

simplistic sense of viewer identification in hisngparative research into teenage viewers
of Dawson’s Creelin British and US contexts, illustrating that natadity, socioeconomic
circumstances, class, gender and race had sigrtifickes to play in how these viewers
engaged with the text (2001: 456- 72).

Not only are the multiplicities of viewing positisroverlooked in this
positive/negative scholarship, but consideratidrgenre tooThe dichotomous nature of
this criticism is arguably ill-suited to apply tayanre in which the vulnerability and
associated fallibility of the teenage charactess gominent theme. It is worth noting,
however, that there are some teen television shelao do consider the intersection of
genre when examining teenage representationsnrdi@ena series and, through doing so,
produce very insightful and nuanced analyses. kKamgle, Rebecca Feasey (2008) and
Banks (2004), both of whom consider the represemaif masculinity through the male
protagonists oSmallvilleandRoswell pay close attention to these series’
teen/supernatural generic hybridity, exploring howthis particular context, male teenage
aliens operate as metaphors for otherness. The déingt this alien motif allows for a
construction of masculinity that differs from theimstream. Both scholars make powerful
analogies between these characters’ supernattgabsh and their sexual development,
arguments that | draw on in Chapter 5 when | laoBraallvillein more depth.

It is also useful to mention Allison McCracken’ () essay on representations of
masculinity inBuffy here, which looks specifically at the figure of Ash@nd, again, pays
close attention to issues of generic as well asumedpecificity. McCracken departs from
Banks and Feasey’s exclusive focus on male chasattewever, to consider broader
gender relations. Indeed, while Banks and Feasdye mmaightful connections between the
supernatural hybridity of particular texts and threpresentation of masculinity and male
sexuality, because they look only at the male ganésts of these programmes, their work
is ill-suited to say anything broader about how tifference affects the series’ portrayals
of teenage sexual relationships or sexual violehbe& omission is perhaps surprising in
relation toSmallville,which as | shall discuss further in Chapter 5, fezd¢ the most sexual
violence narratives of all the series | have loogedvicCracken, in contrast, argues that
Angel is only meaningful in his relation to othdracacters, particularly his love interest,
Buffy, and she traces the series’ gender subvessidrrevision of the horror genre
through their sexual relationship. | explore McGe's arguments further in the
following section on feminist television scholagsliaind in Chapters 4 and 7, but for now, |
want to point out that by situating Angel in retatito Buffy, she is able to move away

from considering whether he constitutes a posiiveegative image to think more widely
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about how he functions in this specific contextvaedl as about representations of gendered
sexuality and sexual violence.

Michelle Byers’ (1998) essay on gender, sexuality desire irMy So-Called Life
provides a precedent to McCracken and, in some veagstakes her analysis further.
Instead of focusing on one character and theiraleelationships, she examines the
representation of sexuality across the whole tezgagt and nineteen-episode series.
Byers uses a structural approach to analyse sexuiasentations iNly So-Called Lifeas
a means to move beyond her own fandom of the sané£ngage with it more critically
and rigorously. By doing so, she finds that shabie to expose an underlying ideological
conservatism beneath the surface of a seemingtyesesive series. | draw on and develop
Byers’ model for analysing sexual representatiamess serial structures in Chapter 4,
when | provide an overview of sexual narrative®asithe fourteen series.

Positioning representations of sexuality in relatio narrative and series’
structures is more common in television scholarsiilpomosexual representations. Davis
(2004), for example, situates his analysis of daracters in teen drama series in relation
to narrative and series’ structures as well asdepgeneric frameworks, considering
representational and structural patterns acrossrder of teen drama series. Further,
Anna McCarthy (2003) and Dennis Allen (1995) bathate their analyses of homosexual
television characters in relation to narrative aedal forms. This work is useful to
consider in the following section on the depictairsocial issue storylines across the teen

drama genre.

Teen Television Criticism of Social Issue Storyline s

Several critics of teen drama series cite a coneémsocial issues, such as sex
and sexuality, drug and alcohol use, as a defif@ature of the genre (Moseley, 2001,
Davis and Dickinson, 2004; McKinley, 1997; Dougéasl McWilliam, 2004; Osgerby,
2004). Like the work on representation, the eduegbotential of teen television dramas in
responsibly presenting these issues to teenagekgaw/a recurring concern in this
criticism. Davis argues that ‘the teen series seeresnbody great promise for bringing to
the screen lives, desires and issues that are igftered, stymied or cursorily treated by
television (and other media)’ (2004: 131). He ekpddhat the sheer length of series offers
opportunities for the development of characterisatind the detailed exploration of social
issue storylines.

It is significant that Davis attributes the teeardas’ potential for representing

complex issues to its serial structure here. A comariticism of the genre is its relegation
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of social issues to one-off ‘very special’ episo@@slcox, 1999). For example, McKinley
observes that the plots Beverly Hillsresolve a central social issue that affects teens i
each episode, thus enabling an upbeat ending tueange viewers to return the following
week (1997: 24). Citing Aaron Spelling, the seri@siducer, she explains that the
programme has a didactic aim, explicitly attemptmg@ducate young adult viewers about
social issues that have resonance with their [[¥897: 24). However, McKinley is
pessimistic about the series’ potential for faatliig critical discourse with these self-
contained issue-led episodes, arguing that alth&ayerly Hillsemphasises tolerance, it
‘never probes issues or interrogates mainstreaaesah sufficient depth to yield fresh
insights’ (1997: 26). Her audience research reuvigalsviewers rarely discussed these
issues in any detail after the episode’s resolution

Moreover, when considering the genre’s treatmessbofal issues, specifically
‘coming out’ narratives, Davis observes that fanirdealing with ‘coming out’ narratives
in complexity, teen dramas have a tendency to atdetipese storylines to one-off episodes
and to treat the disclosure of homosexuality agrésolution to the gay character’s
‘problem’ (2004: 133). | look at this narrative argpresentational pattern further in
Chapter 6, when | focus on homophobic abuse naesatiThis finding resonates with
wider work on televisual depictions of homosexyahthich points to the incompatibility
between these representations and serial formr(ALl895; Dow, 2001; Kennedy, 1994;
McCarthy, 2003; Davis, 2004). As McCarthy explaigseerness poses a problem for
television’s representational politics, pointingttee difficulty of making same-sex desire
uneventful, serial, every day’ (2003: 97). She aggthat the serial structure of fictional
television narratives echoes the normative deveéopat narrative of sexuality, with
heterosexual characters’ romantic relationshipsiginog metanarratives across series
(2003: 93). As such, homosexual characters tebe fmushed to the side-lines and
relegated to specific storylines directly concegriimmosexuality and/or homophobia. |
explore this further in Chapter 4, when | tracetden drama series’ dominant sexual
narratives.

In turn, several scholars make claims for partica&ies’ exceptionality on the
basis that they avoid isolated ‘special’ issuedptsodes (Bavidge, 2004; Wilcox, 1999;
Byers, 1998; Bolte, 2008). Byers explains, in iefato My So-Called Lifethat, ‘the
problem of [racial, class, sexual, ethnic, abiltiyfference is not just depicted as a “crisis
of the week”, not simply as a topical idea thaadjgears with the guest stars who enact it,
but as an integral part of the diegesis’ (2007: Bigx use of the terms ‘not just’ and ‘not
simply’ imply that episodic issue-led narrativesgent complicated issues in overly

simplistic and insufficient terms. Bolte makes thédue judgment explicit, arguing in
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relation toVeronica Marsthat, ‘no good can come from a cursory portrayalezp and
difficult issues’ (2008: 108). Notably, these schslall isolate female-fronted teen drama
series as offering particularly conducive represgonal contexts for exploring social
issues in complexity. Chapter 7 will explore thigim further.

These debates about the potentials and limitatbtise teen drama series at
depicting social issues reveal one of the mainid@ssof this genre. As Davis and
Dickinson explain, makers of teen programming ofti a responsibility to educate
young viewers about relevant issues (2004: 3). &tahie same time, this programming has
a commercial imperative to entertain and appetiidee consumers. Thus, ‘the difficulty
for these programmes lies in presenting views @h silemes without preaching to or
alienating teens, without destroying the sensettiese are “their” shows’ (Davis and
Dickinson, 2004: 3). They explain that teen televigorogramming can be highly
contradictory in these themes, making about-tummajor narrative issues in the face of
market forces (4)° This tension raises the question of how socialdsgtorylines
concerning sexuality and sexual violence will lmnfed in the context of teen drama
series. If Davis and Dickinson are correct in tlasisertion that teen programming treats
social issues in a hegemonic manner, it will beriggting to explore whether feminist
discourses on sexual violence that challenge thr@apzhal status quo will be incorporated

into the genre’s sexual violence narratives.

Feminist Television Scholarship

This project will examine representations of teensgxuality and sexual violence
in teen drama series from a feminist perspectivkthus, this second section of the chapter
will explore feminist television scholarship in neadetail. As Brunsdon (1997ptes,
women are central to this work. She identifies fio#in categories of feminist television
scholarship: female audience research; contenysesmbf onscreen representations of
women; women working in the television industrydadextual studies of programmes that
are for and about women. It is this textual fentinrsticism that this section will focus on,
as this approach most closely resembles my owill begin by situating feminist
analyses of teen drama series in relation to brdadanist television scholarship on
issues of representation. Following on from thisjll consider work specifically on

screen representations of sexuality and sexuad vl

10 Douglas and McWilliam similarly observe that later seasons of Heartbreak High began
disregarding considerations of social issues in response to market pressure (2004: 156).
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Feminist Television Criticism on Representation

Although Brunsdon made this distinction betweeffedént kinds of feminist
criticism over a decade ago, feminist textual asedyof programmes that are for and about
women prevail. Indicating this continued concehe fatest edition dFeminist Television
Criticism (2008), which is edited by Brunsdon along with Ly®wigel, is separated into
two sections, the first of which is entitled ‘Pragrmes and Heroines’. In turn, feminist
work on teen drama series has focused almost exely®n the heroines of female-
fronted texts such ady So-Called LiféByers, 1998; Murray, 2007Buffy (Wilcox, 1999;
Vint, 2002; Pender, 2002; Bavidge, 2004) afetonica MargBolte, 2008; Braithwaite,
2008).

This scholarship has tended to focus quite narr@nlyhe feminist credentials of
these female characters. Feminism and feminingyoéten viewed as mutually exclusive
in this work and, thus, the heroine is typicallyegorised as a positive or negative role
model according to whether she subverts (Karra@22CGoward, 2006) or conforms to
feminine stereotypes (Akass, 2006; Badley, 1998)médtely, the central question of this
work becomes: is this female character a goodb@dafeminist?; a question which is often
answered by analysing the character’'s appearanoestume (Pender, 2002).

This role model approach, like the teen televisiamk on representation, is often
justified by the potential impact that these imagpesy have on young, supposedly
vulnerable, female viewers. However, this tendesfae feminist scholar to designate
appropriate images for the ‘ordinary’ female adiubhs a much longer and less age-
specific history. It harks back to second-wave fastitelevision scholarship of the late
1960s and early 1970s, which, leading on from aehaver onscreen depictions of women
in feminist film criticism, was centrally concernaadth highlighting the multiple ways in
which mainstream media perpetuates sexist idedd@rinsdon, 1997: 30). Assuming
female viewers to be passive and thus, highly sigde to televisual imagery, these
scholars conceived of a direct correlation betwegnesentation and social effects. Using
content analysis, they examined female televislasentations, arguing that onscreen
females were relegated to the stereotypical andedamg roles of either housewife and
mother or sex object (for examples, see Butchal, d974; Tuchman et al, 1978; Cassata
and Skill, 1983; Matelski, 1988). As a result aittfindings, they called for more realistic
representations, but as Brunsdon explains, ‘argi@ngore realistic images is always an
argument for “your” version of reality’ (quoted wan Zoonen, 1994: 4). Therefore, in

demanding greater realism, these early feministlack were paradoxically calling for
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more ‘positive’ (read feminist) representationstum creating a sense of dis-identity
between the feminist academic and ordinary femiaieer with the former presuming the
authority to designate the correct images and wéagseing for the latter (Hollows and
Moseley, 2006).

Although later feminist scholarship has criticigbis earlier work for neglecting to
take into account the complex and active ways iitwiiiewers make meaning and take
pleasure from texts, the emphasis on the repreganta femininity as well as the sense of
dis-identity between the academic and viewer pistsfss Brunsdon and Spigel note, the
tendency of the feminist to presume that she krmve other women should interpret
texts is present in contemporary feminist televigsaticism, which is often characterised
by a ‘pedagogic advice mode’ (2008: 11). The usiefterm ‘role model’ in
contemporary feminist analysis of individual femtdievision characters explicitly
connotes this ‘advice mode'.

As there is no common consensus on what a fendf@stity entails, the persistent
emphasis of contemporary feminist television dstit on the feminist credentials of
individual female television characters can sedimergoointless and circuitous. An array
of different feminisms exist and terms such astpaesd ‘third-wave’ feminism can be
interpreted in vastly different ways depending artipular scholars’ political beliefs.
While some criticise the term ‘post-feminism’ fonplying that the goals of feminism have
already been achieved (Boyle, 2005b: 31; ProjarB§1), others view the term more
positively, as a useful descriptor for recent cleanig the televisual representation of
women (Lotz, 2001: 106). ‘Post-feminism’ has alsadime synonymous at times with
‘popular feminism’, thus complicating matters fuethA similar lack of agreement marks
the term ‘third-wave feminism’, with some writerguating the movement’'s emphases
with those of post-feminism (Hollows and Mosele@08: 13) and others seeing it as a
continuation, rather than a break from, second-vpmlitics (Karras, 2002). As a result of
this confusion, all terms now require qualifiersstabilise their meanings and there are
many recent essays that interrogate critical t€Bogle, 2005b; Brunsdon, 2006; Lotz,
2001; McRobbie, 2004).

Generational difference is central to these delfdeslieski, 1999). Although
there is no common agreement on what post- or-tharde feminism entails, they share a
similar differentiation from second-wave feminisBrunsdon explains that second-wave
feminism often becomes the other of post-feminisingn, who falsely demonise this
earlier generation for repressing all sense otdiffice between women and for being
excessively hostile (2006: 43). Yet, paradoxicalig relentless focus of post-feminist

scholars on individual, white, heterosexual, mieltliess female television characters
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means that they are also unable to say anythirfglusgout difference (Boyle, 2005b: 37).
In her anthology on third-wave feminism and tel@ns Merri Lisa Johnson similarly
invokes this idea of the second-wave generatiasasntialist and humourless, positing a
version of second-wave feminism that is chara&drlsy self-restraint and ‘flawless self-
abnegation’, in contrast to a version of third-wésinism that is characterised by self-
indulgence and autonomous pleasure (2007: 8). AdeBxxplains, ‘much recent feminist
media studies presents a feminism at war withfitsad the political relevance of feminism
is in danger of being lost’ (2005b: 38). Feminisever has been nor should be a
monolithic entity, yet the intricate nature of cemporary debates over the uses of terms
risks obscuring the movement’s broader, politicadlg which, to me, are working towards
eradicating sexism and gendered inequality. By imog entangled in endless and
ultimately unanswerable debates, these goals betomne

Despite these differences in meaning, in discusstbnthe progressive television
heroine the same prized traits recur. Independsnoerhaps the most celebrated of all.
Yet, this points to one of the central problem$hd$ positive/negative analysis; it is too
rigid to account for generic specificity. Age is$ecarefully attended to than gender in this
work. Reflecting this, Levine compares Buffy to Hdweroines such as Mary Richards
(Mary Tyler Moore) inThe Mary Tyler Moore Sho{€BS, 1970-1977) and Ally McBeal
(Calista Flockhart) without any acknowledgement g is over a decade younger than
these women (2007: 168).

Indeed, this feminist critical celebration of inéeplence is particularly problematic
in relation to teen drama series, in which the gted vulnerability of teenage characters
is a prominent generic theme. On the one handgthale protagonists of these series are
certainly depicted as highly independent, physycaiid/or mentally strong, witty and
perceptive. They drive the narrative forwards amtiol| the gaze. On the other hand, at
least in early seasons, they depend upon theinfsafer food, shelter and money and their
vulnerability is a prominent generic theme. Bavigg@ands on this tension between the
independence of the teenage heroine, prized bynfehsicholars, and their age-related
vulnerability, stressed in the series themselvegjiag that the female adolescent heroine
in literature and on television is both a sourcemfmism and ‘a potential victim, willing
or otherwise, of the projections or temptationshef corrupt adult world’ (2004: 46).

Bavidge is not alone in acknowledging the ambigsiinherent in the
representation of female teenage television chensadilany other feminist television
scholars also reject the rigidity of the positivagative role model approach and instead
interrogate the complexities in female-fronted teeries’ representation of feminism and
femininity (Moseley, 2002; Pender, 2002; Bavidge02, Banet-Weiser, 2004; Braun,



45

2007). In order to do so, these scholars frequelndy on post-feminist discourses to
understand these mainstream texts’ representatif@minism, or more specifically, the
relationship between the heroine’s femininity aachinist power (Brunsdon, 1997: 81-
102). As Boyle explains, ‘it is precisely this comdition of traditional femininity with the
gains of second-wave feminism that many culturiicsr- both within and outside of the
academy - have labeled post-feminist’ (2005a: 177).

As several of these scholars argue, these prograrmoerporate the tensions and
contradictions between femininity and feminism ag pf their narrative logic and, in
doing so, foreground the performative nature ofdgendentity and, specifically, girlhood
(Pender, 2002; Bavidge, 2004, Banet-Weiser, 2004y 2007). There is a consensus
across this work that these programmes are, thergsarticularly well-suited to critique
issues of gendered inequality. However, despitedbnsensus, at the centre of these
debates remains a persistent emphasis on the whddle-class heroine, making the work
ill-suited to say anything broader about differergender relations and feminist issues
such as sexual violence. In relation to feministimetudies more broadly, Boyle notes
that this critical focus on deconstructing femadiamacters means that issues of men,
masculinity and violence remain unexplored (20@8): This thesis will address this
contemporary critical neglect by examining représgons of gender and sexuality more

widely and relating these to representations ofiaexiolence.

Feminist Television Criticism of Representations of Sexuality

The lack of feminist scholarship on representatimimmen and masculinity extends
to work on sexuality, which tends to focus onlyfemale sexual representations. When
male sexuality is discussed, it is more commordynfra queer, rather than a feminist,
critical perspective, tending to emphasise reptasens of homosexuality (Davis, 2004;
Battis, 2007). The feminist critical silence on teeresentation of male heterosexuality
results in a danger of these depictions becomimgnalised and thus, remaining
unexplored. As Anthony Easthope asserts, ‘Masaylinies to stay invisible by passing
itself off as normal and universal [...] Despitethtt has been written in the past 20 years
on femininity and feminism, masculinity has remameetty well concealed, this has
always been its ruse to hold on to power’ (1986Nbtably, Easthope made this argument
over two decades ago and since then a criticahtitee on men and masculinity has

emerged! Nevertheless, this work has tended to emphadiserfien’s magazines and

Y Eor examples, see Lehman, 2001; Benwell, 2003; Kimmel, 2004; Bruzzi, 2005; Baker, 2006;
Chopra-Gant, 2006.
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popular culture more widely rather than televisaonfeministtelevision scholarship
continues to emphasise representations of womefeamdinity. This thesis will readdress
this issue, inserting men and masculinity back fatoinist television scholarship by
examining gender relations between characters aadge of sexual identities.
Contemporary feminist criticism of female sexuadresentations in many ways
replicates the role model emphasis of feministys®d of central female television
characters, by categorising these representatmpesitive or negative. The same
characters and texts that are widely debated enmmdel research recur in this work,
includingSex and the City, BufgndAlly McBeal,alongside texts such ase L Word
(Showtime, 2004-2009) arigllen (ABC, 1994-1998), which prominently feature lesbia
characters. Also in line with feminist role modaticism, there is an implicit or explicit
concern in this work with the effect of the imagetbe audience, particularly young
viewers, hence the call for ‘positive’ represemasi (Dow, 2001; Johnson, 2007).

Akin to the debate regarding what a feminist idgréntails, it is unclear what a
‘positive’ image of female hetero- or homosexuadihould look like. In their analysis of
lesbian representationsTine L WordSusan J. Wolfe and Lee Ann Roripaugh outline
several contradictory feminist responses to thendraarguing that these reactions

reveal a consistent sense of anxiety about lesbjanesentation:
assimilationist visibility versus marginalised isibility, identitarian
‘authenticity’ versus Revlon revolution ‘passinggcond-wave versus third-
wave feminism, lesbianism versus post-lesbian&md, policing of
commodified mainstream image making versus thieipgl of negative
stereotypes (2006: 212).

The lack of consensus over what constitutes dipesepresentation of sexuality,
like the debate over the feminist credentials afdée television characters, is related to the
multiplicity of feminisms that exist. All of the says in Johnson’s (2007) anthology
consider issues of sexuality in relation to thirdwe politics, while Jane Arthurs (2003)
frames an interrogation of the sexuality of therfoentral female characters@ex and the
City through the lens of post-feminist and post-modeituce. Both third-wave and post-
feminisms embrace female sexual autonomy and pleaget this emphasis risks
obscuring the pervasiveness of sexual genderedatigg Rarely does post- or third-wave
feminist criticism engage with televisual represgions of sexual violence. There are a
couple of essays in Johnson’s (2007) anthology kvlire an exception to this rule, with
Johnson herself examining representations of va@eénThe SopranofHBO, 1999-
2007)and Lara Stemple considering representations of magle inOz (HBO, 1997-

2003) but like the rest of the contributions to this astlgy and in line with third-wave

feminist ideology in general, these essays aregpiiynconcerned with the viewing
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enjoyment of the individual author. This emphagifeminist scholars on television they
like is not new. Almost two decades ago, Tania MeKi argued that feminist media
criticism is in danger of becoming overly self-imved, ‘based on an unspoken syllogism
that goes something like this: “I likgallas; | am a feministDallas must have progressive
potential” (1991: 45). While it can be interestiagd informative to interrogate one’s own
pleasure in watching television, there is a daogéhis work becoming overly insular if it
fails to connect these personal analyses with wiglainist concerns about the relationship

between sexuality, gender and power.

Feminist Analysis of Onscreen Representations of Se  xual

Violence

The rejection of the so-called ‘victimising’ tenasgrof second-wave feminist
criticism by many post- and third-wave feministics in favour of an emphasis on
women'’s sexual autonomy and pleasure means tleaidebl representations of sexual
violence remain largely unexplored (Boyle, 20050). However, in recent years a small
body of feminist work that touches upon the repnés#gon of sexual violence in teen
drama series has emerged (Bolte, 2008; Braithw2@@8; McCracken, 2007). Reflecting
the tendency of feminist (and teen) television &aistiip more widely, these authors all
focus on female-fronted texts, specificalyffyandVeronica Marsand use their
inclusion of sexual violence as evidence of thegest ‘specialness’ (see Bolte, 2008: 93-
113 for an example).

In these discussions, the sexual nature of thiswé is often overlooked. When
discussing @8uffyepisode in which Xander and his cruel peers assgssed by hyena
spirits and begin bullying other students (106 “Haxk’), Bolte concludes that the
episode’s ‘obvious message’ is that the ‘in-crovad be cruel’ (2008: 102). While she is
not incorrect in this interpretation and her analys thorough, it is notable that she omits a
discussion of theexuallyviolent aspects of Xander’'s behaviour. In thissede, Xander
physically pins Buffy to the floor, straddles hedgoroceeds to caress her face while
verbally sexually goading her.

McCracken is unusual in that she situates her arsabf sexual violence narratives
in relation to representations of gendered sexu@jtecifically masculinity) iBuffy,
looking at both male and female characters andhgaglose attention to the intersection of
genre and medium specificity with these narratitéswvever, like Bolte and Braithwaite
(and reflecting teen television scholarship mordehy), McCracken uses her detailed

analysis oBuffyin the service of arguing for the series’ prognessess and elevating it
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above other teen dramas (2007: 139). She invok®ssbaps’ such ashe O.Cand
Smallvilleas the ‘bad’ other tBuffy, making sweeping generalisations about their
representations of female characters and femaleaigx In this way, while her readings
of sexual representations and sexual violence tiagsaare insightful, by focusing on how
uniqueBuffyis, she rather overstates her case. As | argGbapter 7, structural analysis
of sexual violence across a number of female-fibsties reveals striking patterns that
begin to complicate the prevailing critical viewRiiffyas different from all other generic
texts.

Although they do not focus on teen drama seriesptok-length studies by Lisa
M. Cuklanz (2000), Sujata Moorti (2002) and Sarabjdhsky (2001) provide useful
precedents when considering representational pattérsexual violence across a number
of texts. Each of these books deals with diffesspects of on-screen rape narratives; a
central concern of Cuklanz’s book is the relatiopdietween the mass medium of
television and the depiction of social issues, &Mloorti is primarily interested in the
intersection of race and gender in televisual regmeations of rape across several different
genres. Projansky considers both film and telemisgpresentations of rape, examining
their relationship to post-feminist ideology.

Although each author has different concerns whekitm at onscreen
representations of rape, similar findings emerdkthiee authors apply textual analysis
across a range of representations of rape in ¢oddentify central recurring trends in
these depictions and examine the potentials anthtions of these narratives in
facilitating a feminist discourse on male sexualemce against women. Each author is
similarly sceptical of the ability of mainstreamwsecoverage of rape cases to enable
feminist understandings of sexual violence. In aier study, Cuklanz (1996) analyses
news coverage of prominent rape cases, discovtraidictional representations of the
same cases were often better at engaging with fengiscourses (2000: 15). All three
authors also note the tendency of these fictiogyadasentations to foreground female
experiences of sexual violence and its aftermathgdemn the rapist and challenge rape
myths. Furthermore, both Cuklanz and Moorti obsénat fictional television genres are
often able to offer multiple perspectives on rdpeugh their ensemble casts, thereby
potentially dealing with the issue of sexual viaernn a more complex manner.

Cuklanz, Moorti and Projansky also observe thetétions of fictional formats in
presenting feminist perspectives on violence agamsnen. Moorti notes that, while some
feminist definitions of rape are highlighted in skeprogrammes, prime time rape
narratives rarely critique the patriarchal soctal&ures that contribute to gendered

inequality and violence, but rather recuperatelidlegemonic masculinity through male
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characters that are better feminists than femadeaciers (2002: 114). She observes that
female characters in these narratives often esgmts@rchal interpretations of rape, while
male characters typically ‘respond with a unifi@dris that actively promotes female-
centered definitions of rape’ (114). As such, aoMmbserves, these male characters
‘have arrogated to themselves the right to instwarhen on feminism and the appropriate
responses to sexual assault’ (2002: 114). Simjl&ubklanz finds that definitions of
masculinity remain at the core of these represent&{2000: 154). She observes that it is
male detectives and professionals who are typithéyprotagonists of these storylines
and, thus, while the aftermath on the female victimy be explored, ultimately masculine
responses to rape are privileged (154). Moorti ndesea further limitation of these
fictional representations in the marginalisatiomaxfe in narratives that deal with
interracial rape (2002: 118), a trend that Projgregkiibutes to the overwhelming white
focus of post feminism (2001: 94).

Projansky directly relates the limitations of fartal representations of rape to the
intersection of post-feminism with these narratj\@samining how certain texts use,
respond to and challenge post-feminist discoursdsaéso feminist anti-rape discourses
(2001: 94). She concludes that, ‘like most postifieshdiscourses, these rape narratives
generally absorb and alter what feminism is, suygg# the process, that feminism is no
longer necessary’ (94). Her book reflects the feedontemporary feminist criticism to
gualify terms in order to stabilise their meaningst only do the terms ‘second-wave
feminism’, ‘post-feminism’ and ‘third-wave feminismefer to different ideologies within
a broader feminist movement, but Projansky alsotitles three different strands of
thought within post-feminism, explaining, for examphat television and filmic
representations of rape intersect with backlashrfism, anti-feminist post feminism and
pro-sex post feminism (2001: 94). Arguably the nemsifusing of these terms is
‘antifeminist feminist post feminism’, a term tHatther indicates the increasingly
circuitous nature of contemporary feminist critnmiswvhich necessarily invests more in
defining different strands of feminism than anythelse.

When considering prime time fictional televisugbmesentations of rape, these
books focus predominantly on legal and police dsraeguing that these genres are where
the majority of rape narratives take place. Notahé/programmes they examine — such as,
L.A. Law(NBC, 1986- 94)Cagney and Lace{CBS, 1982- 88)21 Jump Stregfox,

1987- 1991) — are predominantly episodic in natume thus, their analyses of rape
narratives remain largely divorced from wider s€rsructures. This can be problematic

as illustrated by Projansky’s examination of a rapgative in season four Beverly Hills
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(2001: 108)? In this narrative, Steve, a recurring male charmads accused of rape by
Laura, a peripheral female. Projansky uses thedpias an example of a rape storyline
that incorporates the victim’s point of view, anggithat although Laura later reinterprets
the rape as consensual sex, the spectator magoessarily follow suit (108). In a
footnote she adds that she would not want to ovehaise this optimistic reading of the
narrative, noting that Steve’s position as a cérggempathetic character in contrast to
Laura’s marginal status complicates matters oftifleation (2001: 259). Projansky is
correct to acknowledge the polysemic interpretatithat are enabled by the narrative, but
by looking at this episode outside the broadeestdontext oBeverly Hills,she misses
another dimension of the narrative that could carapt her reading further. The storyline
in question is inextricably connected to an easdgisodic storyline from season two (213
‘Halloween’), in which Steve protects central femaharacter, Kelly, after she is almost
raped (I discuss this in more detail in Chaptetrbseason four, Kelly uses this earlier
experience to convince the victim that Steve i®aant. In the series, then, rape is
presented as the domain of individual ‘bad’ men w&redivorced from the programme’s
central males. In Kelly’s view, because Steve mteid her, he could not be a rapist. Thus,
the series privileges a particular understandin@gpé, one that ultimately subsumes the
victim’s point of view in favour of Kelly’s. A dedated viewer’'s knowledge of this earlier
storyline will arguably affect how this season foarrative is interpreted.

This example points to the value of situating teakanalyses in relation to broader
narrative, series’ and generic structures in otdelevelop a fuller understanding. Thus,
while my thesis is strongly influenced by this wamk Cuklanz, Moorti and Projansky, it
will also develop upon their researchdpntextualisinganalyses of sexual violence. Judith
Mayne’s (1988) essay dnA. Lawprovides a useful precedent here. Paying closataite
to the show’s multi-episodic format, interweavirigrglines and ensemble cast, she
considers how feminist issues, such as sexualngeleare given narrative shape and
definition within the series as a whole. While Maylike Cuklanz, Projansky and Moorti,
also predominantly looks at episodic storylineg situates her discussion in relation
wider series’ structures and, in particular, coeasschow overlapping narratives can alter
the ways in which a narrative on rape is intergtefénis approach enables her to identify

inconsistencies and ambiguities inherent in longamg series and is particularly useful

12 Beverly Hills is the only teen drama series examined in this work. This neglect can be partially
explained by the time period of these studies. Cuklanz considers US prime-time rape narratives
between 1979 and 1990, while Moorti analyses representations of rape on US free-view
television between 1989 and 1993. In contrast, as aforementioned, teen drama series did not
flourish until after 1990. Further, the focus on heterosexual rape in these studies excludes many
teen dramas that do not feature fully realised rape narratives.
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for this thesis as it provides a way of thinkinglawriting about the programme as a
televisionseriesas well as examining the relationship betweenrfi&ghissues and
narrative and series’ form.

I will further develop this work by broadening mgfahition of sexual violence.
Mayne, Cuklanz, Moorti and Projansky all examirspacific type of sexual violence in
their studies, namely heterosexual rape. WhileadPisky does include a brief summary of
representations of male rape in film and made-davision movies, she too privileges
depictions of the rape of women by men (2001: 104FBis emphasis on representations
of male sexual violence against women can certdialjustified since it is predominately
females who are the subjects of rape and predontyrmales who are the perpetrators, as
reflected in televisual representations. Yet, teinition of rape in the studies by Cuklanz,
Moorti and Projansky is fairly narrow and is arglyall-suited to apply to teen drama
series. Although these programmes do contain rapatives, to look at these alone would
risk missing several other narratives that invaltteer forms of sexual violence, including
attempted rape and non-physical forms of sexuaelsuch as stalking or verbal
homophobic abuse. While rarer, they also featutk bwle and female perpetrators and
victims of sexual violence. While the feminist atien to onscreen representations of
heterosexual rape is both important and necestbane is also value in considering other
forms of sexual violence in order to make connestibetween a range of abusive
behaviours and dominant constructions of gendesrdadity. It is for this reason that |
turn to Kelly’s (1988) work on sexual violence asamtinuum, which | shall explore
further in the following section. Indeed, this tisewill broaden definitions of sexual
violence, examining representations of rape alalegsther forms of sexual abuse within
teen drama series and exploring gender relatiogele® characters rather than focusing

exclusively on male violence against women.

Feminist Criticism on Teenage Sexuality and Sexual

Violence

As my thesis is centrally concerned with the relahip between teenage sexuality
and sexual violence from a feminist perspectiweant to conclude this chapter by
examining feminist academic work in these areaschvtierives predominantly from
sociology. | will begin by looking at the dominadfgbates in feminist work on young
peoples’ sexuality, including concerns with the @&opof media sexual portrayals on

teenagers’ behaviours and expectations. From hareye on to explore the dominant
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debates of feminist scholarship on teenage sexol@nce, before proceeding to consider

feminist work on sexual violence more broadly.

Feminist Sociological Work on Young People and Sexu  ality

Feminist scholarship on teenage sexuality tendiscios on adolescent rather than
later teenage sexuality, although rarely do sckalafine the age group that their studies
are concerned with. The critical emphasis on adelese rather than later teenage years
can be partially explained by the common belief #aolescence is a critical period in the
development of sexual values and initiation of sg¢xehaviours (Moore and Rosenthal,
2006: 2). Believing sexuality to be socially coosted rather than biologically
determined, there is a recurring preoccupatiohisiwork with the importance of
adolescent sexual education and the role thatlsostéutions play in providing this
knowledge and shaping young teenage sexuality (#and Rosenthal, 2006: 2). While
my own thesis is concerned more broadly wébnageather than younger adolescent
sexuality, it is useful to consider this work as tlonstruction of sexuality in early teenage
years will have ramifications for later teenageazptions of sexual identity.

These studies share a central concern with theofdlee media, alongside the
influence of parents, schools and peers, in pragidexual information for teenagers and
in moulding their sexual behaviours, attitudes exectations (Holland et al, 2004, Lees,
1993; Levy, 2006; Moore and Rosenthal, 2006; Toln2&@5). This emphasis on the role
of the media echoes the aforementioned concerfeohist and teen television
scholarship. However, where this work differs iattinstead of looking at one particular
programme, it looks at the media more broadly. IArey (2006) and Deborah L. Tolman
(2005), for example, are concerned with mappingtmultural trends and examining the
ways in which these trends then feed into the coosbn of adolescent females’
sexualities. Similarly, Susan Moore and Doreen Rtbe#'’s study of current trends in
adolescent sexuality includes a chapter on youtarey examining a wide range of media
that is directed at young teens (magazines, tetevisideo games) in order to determine
the kind of information and messages about ‘appatgrsexual behaviour that these
products promote (2006: 114-7). Interviews with ygieenagers in this work reveal that
media models of sexual behaviour are a centratsoofrtheir sexual information and
education. Janet Holland et al explain that,

In the context of growing public concern about ithgact on young people of
television depictions of sex, it is ironic that iggroung men identify
television as a source of education about relatipssand romance -
supplementing their understandings from schooleskication as intercourse
and reproduction (2004: 67).
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In many ways, these findings reinforce the validityhe role model emphasis of
much feminist and teen television scholarship,fudating that therés a connection
between what young viewers watch and how they iedrave. lllustrating this, Sue Lees
argues that, ‘in films and videos young men arsgméed as violent and are encouraged to
emulate toughness, coolness, physical strengtisexuhl prowess’, explaining that these
representations, in turn, cause ‘heightened aggeesexuality and violence’ in young
male viewers (1993: 3).

It is notable that Lees, like Holland et al abdeeuses on younmaleviewers. In
stark contrast with the preoccupation with youngdée viewers in feminist television
scholarship, the emphasis of this research isyiptdced on young male viewers, despite
often purporting to be gender-neutral (Boyle, 20a59. Similarly, Moore and Rosenthal
primarily examine stereotypical representationg/oimen in the media, yet they use this
analysis to consider the kinds of messages thaetrepresentations may be sending to
young male teens (2006: 115).

The sociological concern about the direct correfabetween what teenage males
watch and how they then act is particularly prewéie relation to concerns about
pornography. Moore and Rosenthal conceive of atlaennection between the adolescent
male consumption of pornographic images and sulesgguale aggression, arguing that
pornography alters the male consumer’s sense obsesality by normalising exploitation
and violence against women (2006: 116). SimilaHypugh their interviews with young
people, Holland et al discover that the consumptiiopornography is prevalent and
normalised amongst young males, who use it as@esad sexual information (2004:
68)12 An interview with one teenage girl reveals that heyfriend expected her to act out
pornographic sexual positions, thus implying atrefeship between the discourses of
pornography and teenage sexual culture (2004 :T883. reflects the findings of Levy
(2006) and Tolman (2005), both of whom move awaynfthe focus on young men to
consider how media images affect young femalesh Bohducted interviews with teenage
girls regarding their sexual identities and detéer absence of desire, agency and
pleasure in the way these girls discussed theuadexperiences. Tolman'’s first chapter is
entitled ‘It Just Happened'’ in response to a rengrphrase these girls used to describe
their first experiences of sexual intercourse.

Tolman and Levy attribute this sexual passivityii® depiction of female sexuality

in popular culture. As Tolman explains, ‘the mecietinue to represent the belief that

'3 |n their study on teen dating relationships and aggression, Francine Lavoie et al also find that
pornographic material is considered an important way of learning about sexuality by both boys
and older girls (2000: 31).
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adolescent girls should be sexy for boys and ne¢ tiaeirownsexual desires’ (2005: 7,
emphasis original). This resonates with the gerss@lpessimism about media portrayals
of sexuality in broader sociological and psychatagiwork on media effects (Arthurs,
2004: 9). This research tends to begin from themmomassumption that there are
increasingly more explicit sexual representatiomsetevision and that this is necessarily a
bad thing, thus ignoring the possibility of positimodels of sexual education for young
viewers (Buckingham and Bragg, 2004: 9). David Bougkam and Sara Bragg argue that,
in these studies the term ‘sexual content’ is yacehsistently or clearly defined and often
no distinctions are made between different typeglefvisual sexual representations, such
as whether they are verbal or visual (2004: Q)sthating this pessimism and vagueness of
definition, Moore and Rosenthal argue that theeehggh levels of sexual content in
popular television programmes and films and thaséhtexts prioritise casual sex at the
expense of commitment and emotion, yet they prommexamples of the texts they are
referring to, nor do they define ‘sexual conte@0@6: 114). Instead, they assert that, ‘The
messages conveyed by these films and televisionsto not provide strong or positive
models of healthy sexual expression for men or wgmer do they reflect sensitive,
intimate, relationship-based sexuality as a paeityattractive option for men’ (2006:
115). It is notable that they emphasise normatial behaviour here. Their reading rests
on the problematic assumption that monogamy isséipe expression of sexuality and
that casual sex is not.

It is significant to note that both the studiesHxnland et al and Moore and
Rosenthal do not refer explicitly to teen filmsteen television, but to films and television
programming more widely, with Holland et al cititege night films on Channel Four as a
key source of sexual information for male teen®@®7). Moore and Rosenthal are more
positive about the role of teen programming in pimg positive models of sexuality for
adolescents, observing that ‘teen soapies’ oftevige safe sex messages and discuss
important social issues such as sexual harassmemtan-consensual sex (2006: 116).
Again, however, because Moore and Rosenthal areecoad with tracing broad cultural
trends, the specifics of what programmes theyeferning to are ill-defined, leading to
doubt over textual meaning. For example, when tiegythe term ‘teen soapies’, are they
referring here to an actual teenage continuoualsarch aglollyoaks or to teen drama
series such aBhe O.Cor One Tree Hilthat are often referred to as ‘teen soaps’'? These
distinctions in serial form are important, alterihg way these ‘important social issues’ are

framed. The following section will explore the issof teenage sexual violence further.
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Feminist Scholarship on Teenage Sexual Violence

The studies on young peoples’ sexuality begin witommon recognition of
gendered sexual inequality between men and womappimg gendered differences in the
sexual education, attitudes, experiences and bainavof young people that contribute to
unequal sexual relations and, furthermore, to reakeial dominance. Although these
scholars are not exclusively concerned with theess teenage sexual violence, all
contain chapters or sections on the topic. TheydtydHolland et al is primarily concerned
with the relationship between power and sexuatity, ahus, the issue of violence is often
highlighted, while Lees and Moore and Rosenthdlishe chapters explicitly on sexual
abuse.

All of the studies situate their discussion of sehwiolence within the broader
context of the social construction of gendered abtyy arguing that traditional models of
masculine and feminine sexualities contribute t @@plicate uneven power relations
between men and women. Lees argues that ‘the dairfioan of masculinity encourages
boys to pressure girls into sex’, a behaviour thaationalised, not as sexual violence, but
as a ‘natural assertion of maleness’ (1993: 3)lafdl et al similarly argue that, ‘sexual
beliefs and practices are cultural constructiomsafundamental inequality between
women and men is central to the conventions ofrbséxuality in the UK and the USA’
(2004: 2). This relationship between normative tmrasions of gendered sexuality and
sexual violence, specifically in relation to teesisg is a central concern of my project and
thus, it is helpful to examine work on teenage aéxiolence in more depth.

In recent years a growing body of feminist worktbe prevalence of teenage
heterosexual dating violence and a smaller liteeatun teenage sexual harassment has
emerged, predominantly from a sociological perspect Like the studies on teenage
sexuality, this work emphasises the relationship/ben teenage gender socialisation and
power imbalances. The dominance and entrenchmédrgggfmonic models of gendered
sexuality, characterised by male sexual dominandg@male sexual submission, is
reflected in many of the research interviews wéthrnagers who view certain forms of

sexual violence as normal and acceptable behagf@neran and Bennett, 1999: 637).

14 See Feldman and Gowen, 1998; Molidor and Tolman, 1998; Fineran and Bennett, 1999; Lavoie,
Robitaille and Hebert, 2000; Black and Weisz, 2003; Brown, Chesney-Lind and Stein, 2007;
Chung, 2007; Black et al, 2008; Valls, Puigvert and Duque, 2008.

!> This normalisation can also be attributed to dominant constructions of romance that promote
passionate, superficial, temporary and volatile relationships in contrast to those that are
presented as boring, stable, affectionate and passionless (Black and Weisz, 2003: 188; Valls,
Puigvert and Duque, 2008).
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This belief that sexual harassment is an aspaubiwhal teenage behaviour is highly
problematic. Not only does it decriminalise thisi@eour, but it ignores the effects that
this harassment has on its victims (Fineran andB&n1999: 627). Furthermore, as Lyn
Mikel Brown, Meda Chesney-Lind and Nan Stein argutheir study of teen violence and
victimisation, the current renaming of sexist aaguglly abusive behaviour in US schools
as ‘bullying’, a gender-neutral and all-encompagsaérm, operates to disguise gendered
power relations and strip female victims of powklgal rights (2007: 1251). Kat
Banyard asserts that, ‘it is precisely this natsnmad of the act, this insidious complacency
it elicits which has enabled sexist bullying andasament to flourish in classrooms across
the world’ (2010: 70). This indicates just whaatsstake in connecting teenage sexual
violence to broader constructions of gendered di#yxuas my thesis sets out to do.

The difficulty of defining sexual violence is a tedng issue in this work. There is
no consistent definition of this abuse. Lees’ cqtiom of adolescent sexual violence,
which she establishes from witnessing such behaviouschools while carrying out her
research, includes sexist jokes, sexual harassanentvider gender-based bullying (1993:
229). In contrast, Moore and Rosenthal establishr twn definition of this/iolence in
relation to more overtly physical and sexual bebaniincluding verbal sexual coercion,
sex occurring when the female is incapacitated; pesssure to have sexual intercourse,
uneven sexual power relations, miscommunicatiooreedr during sexual activity and
engaging in sexual activity for fear of losing atpar’s interest as examples of sexual
violence (2006: 222).

As aforementioned, many teenagers do not defirtaindypes of sexual
harassment as violent, making it difficult to edistba common understanding of the point
at which sexual behaviour becomes abusive. Despitating discussions of violence
within the context of teenage heterosexual daghationships, which suggests an interest
in teenage sexual culture, work on teenage dativignce tends to highlight theolent
rather than theexualnature of this abusé.The study by Beverly Black and Arlene Weisz
(2003) on dating violence amongst young African Aican teenagers prioritises physical
acts of violence such as pushing, kicking and stpuvhile Susan Fineran and Larry
Bennett examine the overlap between peer sexuassiament and other forms of peer
violence (1999: 629). These studies importantly leasgse the violent aspects of this abuse
in order to assert how serious it is. However, thesis means that questions regarding the

relationship between constructions of gendereda@ywand power are often overlooked.

'® This emphasis on the violent rather than the sexual aspect of sexual violence echoes feminist
television scholarship on representations of sexual violence in teen drama series (see Bolte,
2008).
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It is these questions that my thesis will engagé viiy establishing an overview of
representations of teenage sexuality in Chaptet@ which my subsequent analysis
chapters will be situated.

Furthermore, like the work on screen depictionsexfual violence, the studies on
teenage sexual violence focus almost exclusivelgnale perpetrators and female victims
of this abuse, thus obscuring the role that femalag play in perpetuating gender sexual
hierarchies. As Lees argues, ‘Girls too condoneemgllence and sometimes condemn
other girls for reputed sexual promiscuity’, explag that bullying among girls is often
incited by attacks on girls’ sexual reputations93:9229). By considering gender relations
between teenage characters in teen drama seihes tiain focusing solely on male sexual

violence against women, my thesis will expand tbeus.

Feminist Scholarship on Sexual Violence

As aforementioned, feminist work on teenage sexmdénce tends to emphasise
the physically violent nature of this abuse rathan considering the relationship between
gender, sexuality and power. In contrast, a ket of my thesis is: what gexual
about representations of sexual violence in the tekama series genre? It is helpful to
explore feminist activist, MacKinnon’s work on sexwiolence here as she has been
central in challenging the feminist definition afoe as a crime of violence and not of
sexuality. She argues that this definition opertiesbscure considerations of everyday
sexual behaviour that is pervasive and normalisetthat can often be violating to
women (1982: 91-2). For MacKinnon, the social cargton of gendered sexuality is
fundamental to women’s oppression, arguing thandgr socialization is the process
through which women come to identify themselveseadial beings, as beings that exist
for men’ (1982: 183). She explains that under tlweswlitions of gender inequality,
parallels exist between ordinary heterosexualatidn and sexual harassment, whereby if
women'’s sexuality is deemed to exist solely for meis difficult, nigh impossible, for
women to refuse unwanted sexual advances (1982: TB8 social construction of
heterosexuality which institutionalises male sexd@hinance and female sexual
submission, then, is the linchpin of gender ineigpéMacKinnon, 1982: 185).

MacKinnon’s work is helpful for this project as sleeegrounds the connections
between dominant constructions of gender, sexualitythe pervasiveness of male sexual
violence against women. Yet, MacKinnon focuses spexific type of sexual abuse,
namely heterosexual rape. While narratives invglvape do feature in teen drama series,

these programmes also feature a range of othesfofreexual violence, including (but not
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limited to) attempted rape, sexual assault, stglkind verbal sexual harassment.
Therefore, in light of this generic context, ithislpful to establish a broader definition of
sexual violence.

It is for this reason that | have found it usefukxamine Kelly’s (1988) work on
sexual violence as a continuum. Kelly explains,ttihé continuum of sexual violence
ranges from extensions of the myriad forms of sexisomen encounter everyday through
to the all too frequent murder of women and gisisrien’ (1988: 97). She is directly
influenced by MacKinnon in her desire to explore tdonnections between normalised
heterosexual practice and male sexual violencenagaiomen (1988: 75). However, while
MacKinnon focuses on rape, Kelly uses interviewth\aivolunteer sample of sixty
women to create female-centred definitions of sexisdence, based on their experiences.
These experiences range from more ‘minor’ andpégsical incidents such as male
leering, menacing staring, whistles, the use oiégmdo and obscene phone-calls to more
physical and sexually explicit incidents such asspurized sex, coerced sex, rape and
incest. Kelly argues that it is important to broadefinitions of sexual violence in order to
challenge ‘common sense’ understandings of thisalhat ‘reflect men’s ideas and limit
the range of male behaviour that is deemed unaaiolepto the most extreme, gross and
public forms’ (1988: 138).

Her use of the term ‘continuum’ is not to imply tls@me forms of sexual violence
are more significant than others, but rather ticate that there is a direct relationship
between different forms of male sexual abuse agaiomen. She explains that incidents
of sexual violence that may appear more ‘minorghsas flashing, rely on the pervasive
threat of further male sexual assault, thus crgatisense of generalised fear in women
that in turn operates to reassert men’s sexual mmmee (1988: 97). What links different
forms of sexually abusive behaviour, then, is fepgcifically the victim’s perceptions of
what may happen next. By emphasising this fealydglable to consider forms of male
sexual behaviour that women have experienced éastivig or abusive, but may not have
defined explicitly as violent, thereby challengithgminant, patriarchal notions of what
sexual violence iS.

Although she does not interview teenage girls abiweir experiences of sexual
violence, Kelly’s work has been cited by sociakashers in this area, particularly in
relation to her widening of sexual violence defonis (Lees, 1993; Lavoie, Robitaille and
Hebert, 2000). Lees uses Kelly’s continuum to eixpliae sense of sexual danger felt by

her female teenage interviewees from their malgsatates and older men (1993: 229).

1 Many of the women she interviewed experienced non-consensual sex on a regular basis, yet few
defined their experiences as rape.
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Kelly’s notion of a continuum has also been usedduyial researchers as a way of
defining child sexual abuse (Hooper, 1989; Hoodriivand Runnicles, 1998). While
Tolman does not explicitly cite Kelly as an inflwen her interviews with teenage girls
support Kelly’s notion of there being connectioe$vieen different forms of male sexual
violence against women and girls based on feareRpkins that, ‘it is not only the
experience but the constdhteatand not always consciofesar of various forms of sexual
violation, including sexual harassment, rape, andlanted sexual attention that constitute
a constant, low-grade trauma for girls and wom2@Q06: 52, emphases original).

Additionally, Kelly's research findings indicateaththe social construction of
gendered sexuality in childhood and adolescencea lcastral role to play in the female
interviewees’ experiences of sexual abuse. Henim@es reveal that experiences of
pressurized and coercive sex are common not juEduit years but in teenage years too
and can be partially attributed to the social camsion of male sexuality in opposition to
female sexuality® She concludes that while it is not possible taflih clear and fixed
boundaries between different forms of sexual viodgrithe concept of a continuum both
validates the abuse women feel and the shiftingndaries between these categories as
their own understandings and definitions change tinee’ (1988: 116).

Kelly’s notion of a continuum of male sexual viotenagainst women is central to
my thesis as it offers a way to challenge domimifinitions of sexual violence and to
discuss sexual violence in a generic sense, whialvame to consider connections across
a range of sexual violence representations. Inqodait, my emphasis on the relationship
between this abuse and serial structures fitswigil Kelly’s continuum as situating these
representations in relation to broader series’ é@orks enables me to highlight
representational and narrative patterns acrossaaliferent forms of abuse, while still
retaining an emphasis on their specificity. At saene time, structuring my chapters
around the findings of this research rather thasgscific types of violence allows me to
view these different forms as inextricably relatather than distinct. Indeed, Kelly's
argument that it is difficult to draw clear bounidarbetween different forms of sexual
violence is reflected by representations of sexigénce in teen drama series, which can
shade into one another (1988: 76). For exampliirstanarratives often start out with
non-physical forms of abuse — e.g. obscene phdig cgber-stalking, leering — and then

culminate in attempted rapé€s.

'8 For example, males are taught that they have uncontrollable ‘biological’ sexual urges which must
be released, while females are conditioned to feel responsible for these urges and to put male
pleasure before their own.

19 See season five of Beverly Hills and season four of One Tree Hill (both of which I discuss in
Chapter 6) for examples.
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Throughout this thesis, | will use the term ‘sexualence’ to describe a range of
sexually abusive behaviours, including physicaifer rape, attempted rape, sexual
assault, sexually-motivated murder — and non-ply$arms — obscene phone calls,
stalking, sexual harassment and sexual blackmHibfAhese behaviours are intrusive and
are founded on the intention to shock, humiliatérighten the victim (Kelly, 1988: 101).
As my thesis is concerned witbenagesexual violence, | have omitted a discussion of
sexual violence narratives involving both adultivics and perpetrators. Notably, these
kinds of storylines are extremely rare. Followingfoom Kelly, the victim’s fear is central
to my definition of sexual violence here. Thus, ilii may seem counter-intuitive to
define, for example, obscene phone calls as sexiahce — a term that implies explicit
physical and sexual threat — nevertheless, thasativas rely for their impact on the
victim’s fear of further abuse. The centrality eaf to my definition of sexual violence
means that | have also omitted narratives involalteged claims of sexual violence,
which later turn out to be falsel have also excluded a consideration of statutapg
narratives, as these storylines are characterig@ddck of fear on the younger person’s
part and are not framed as sexual violence. Fanpba inBeverly HillsDavid is arrested
for having sex with a minor, but is then let offfeswas tricked into thinking the woman
he slept with was older (see episode 909 ‘I'm BBekause’).

Reflecting the work on teenage dating violenceuwdised in the previous section,
Kelly notes that there is a tendency to presumkernae in intimate relationships is
predominantly physical (1988: 133). However, sheepbes that sexual possessiveness is a
common factor in precipitating physically violerssaults. Thus, in this thesis | have
included forms of sexual violence that may appeafirst glance, to be physical, rather
than sexual. For example, in Chapter 6 | discusarative inThe O.C.in which central
female, Marissa, dies after she is run off the tmadn ex-lover in a high-speed car chase.
While the behaviour of her ex-lover is not explicéexual — he never directly touches
Marissa — nevertheless, it is his sexual possasssgeand, in turn, his desire for sexual
control over Marissa, that motivates his frenziedspit that results in her death.

Kelly’s continuum also offers a way to consider teationship between common-
sense understandings of sexual violence and ewesaaial behaviour that women and
girls may not consciously experience as violence that nonetheless are constitutive of
the ‘rape culture’. While my thesis will examingresentations of rape in teen drama
series, using Kelly’s continuum to define sexualemce more broadly allows me to

explore other forms of sexual abuse that are alsmwonly depicted in this genre, such as

% For examples of this, see Beverly Hills episode 411 ‘Take Back the Night’ and Dawson’s Creek
episode 306 ‘Secrets and Lies’.
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attempted rape, stalking and sexual assault. Fuitfepens up a way to consider sexually
abusive behaviour that may not be framed expli@iysexual violence diegetically by the
characters involved. For example, many series featorylines involving the spreading of
malicious rumours about a particular female characsexuality. While these narratives
are rarely framed as sexual violence and are cteaised by an absence of fear, they
nevertheless operate to reinforce a culture of ma&al dominance and female sexual
submission by silencing these females. | exploesdtsexual narratives further in Chapter
4,

The centrality of fear to my definition of sexuabkence raises another important
issue here. Storylines in which male heterosexuatacters are sexually harassed by
females are characterised by an absence of fe@weonctim’s part, reflecting the fact that
the threat posed by these females is rarely seridus lack of fear is inextricably related
to the genre’s dominant constructions of gendeeadality, as | discuss further in Chapter
4. For this reason, | do not define these storglae sexual violence. However, | do
consider these narratives as a comparison to stesyin which females are sexually
harassed by males in Chapter 6. Heterosexual nwims of sexual violence are rare in
teen drama series, with the exception of episaehaal violence storylines in the
supernatural serieBuffyandSmallville In both these programmes men are predominantly
the perpetrators of sexual violence and women ittens, however, each series also
features narratives in which these roles are rededsdiscuss the problems that arise when
looking at sexual violence in these programmeshaper 5.

Where males are the victims of sexual violence ilation to homophobic abuse
storylines (see Chapter 6 for a fuller discussitiris significant to note that both
MacKinnon and Kelly focus exclusively on male hesaxual violence against women. As
Lisa S. Price argues in her summary of MacKinnevosk on sex and sexuality, she pays
scant attention to lesbianism or homosexualityeindnalysis of the gendered sexual
system, a neglect that she has been widely catidisr by other feminists (2005: 46). |
maintain that dominant constructions of masculiaitygl femininity and, in turn, gendered
sexuality operate to produce fundamental sexugualties between men and women,
which contribute to male sexual violence againstdies. Yet, it is important to
acknowledge that women and girls, not just menkays, can also play a central role in
perpetuating these gendered sexual inequalitiesretanen and boys can be victims too.

MacKinnon and Kelly are instrumental in challerggohominant definitions of
sexual violence by emphasising the relationshighisfabuse to social constructions of
gendered sexuality. It is for this reason thatueheonsidered their work at such length. In

the following chapters | draw on and develop thigky Using MacKinnon’s conception of
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rape as primarily aexualcrime and Kelly’s broad definition of different bunterrelated
forms of male sexual violence against women and,ghiis project seeks to expand their
heterosexual focus, by considering both malegfemales as potential perpetrators and

survivors/victims of sexual abuse and by examifiagnophobic abuse storylines.

Conclusion

The two anthologies on teen television by Davis Brakinson (2004) and Ross
and Stein (2008) as well as the books, chapteradindes devoted to individual teen
drama series in recent years indicate that teemisgn scholarship is a new and exciting
field. This thesis will contribute to this emergiagea of study, by considering teen drama
series as a coherent genre with distinct textuakera and, further, by paying close
attention to medium specificity — two areas thataften overlooked by existing teen
television scholarship. A further aim of this tteets to interrogate the relationship between
representations of sexual violence and teenagebgxByers’ (1998) analysis of
gendered sexuality iMy So-Called Lifeas well as McCracken’s (2007) examination of
gender relations iBuffyprovide useful models here, allowing me to moveodbelythe
recurring feminist critical emphasis on heroinessoiation. There has been little work on
representations of sexual violence in teen dramassand, thus, in the following chapters
I will draw on and develop work on televisual dejins of sexual violence more widely
by Mayne (1988), Cuklanz (2000), Projansky (2001 ®loorti (2002), using Kelly’'s
notion of a continuum to broaden my definition eksal violence. | will also challenge the
dominant critical view of the teen drama seriea dsstinctly American genre by drawing
on work on British youth television by Lury (200dnd Moseley’s (2007) recent analysis
of British teen dramas from 1968 to 1982, as wekk@mparative analyses of the histories
of British and US teen programming (Osgerby, 2004rtin, 2008) when looking &ugar
RushandSkinsin Chapter 8.

Following on from this, the next chapter (Chaptewal provide an overview of
the methods that I will apply to my analysis. Ttliscussions in this chapter indicate that
teen drama series (and teenagers more generallg)raeely been approached on their
own terms. Instead, adult agendas have shapedlyotvbat is studied but also how it has
been looked at. My aim is to challenge this appgndacdrawing on Mittell's argument that
an attention to medium specificity is foundatiotmathe categorisation of genres and,
further, that programmes should be judged agaiest bwn like, rather than isolated as
‘exceptional’ and divorced from their broader geneontexts (Jacobs, 2001, 2006;
Geraghty, 2003). Using this literature review asstarting point, then, the aim of Chapter
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3 is to develop methods that will draw on and depelork that | have found useful as
well as address the gaps and limitations that ettetected in existing teen and feminist
television scholarship and feminist work on teensepauality and sexual violence. My
goal is to open up a generic space where | cangengih the teen drama series and
address both its televisual and teen elements whalysing textual representations of

teenage sexuality and sexual violence.
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Chapter 3
Methodologies: Accounting for Medium and

Generic Specificities

Introduction

This chapter will provide an overview of the methatsed to approach my analysis
of representations of teenage sexuality and sexoi@nce in teen drama series. Following
on from the debates discussed in the previous ehaply aim is to find a way to engage
with these representations in the context of teamd series aglevision as a coherent
genrewith shared textual markers andsasies.In order to do so, | will combine three
separate but intricately related methodologicara@phes: close textual analysis, genre
analysis and structuralism. This chapter is diviold three sections accordingly. | will
then outline the findings of my narrative timelirgsearch, introduced in Chapter 1, before

offering some conclusions.

Analysing the Television Text

With their concern with issues of representatiathlieen and feminist television
scholarship have strong traditions of textual asialyyet, as | illustrated in the previous
chapter, in this work textual analysis often meampsirticular focus on content and
representation, rather than an interest in the &grthematic or stylistic elements of teen
programming. This scholarship often ignores is@igsedium specificity and obscures the
ambiguities and complexities inherent in seriad\aion in order to make polemical
claims about whether individual characters or segi@ progressive or regressive (see
Spangler, 2003 for an example). This thesis aimedcess this neglect by paying close
attention to the textual dimensions of teen draemges, examining such visual and aural
features as camerawork, editimgise-en-scenelialogue and the soundtrack when looking
at sexual violence representations, as well asdemsg their relationship to narrative,
series’ and generic structures. Thus, | will bedgirengaging with key debates surrounding
textual studies of television.

In the past, textual analysis has faced claimsofgintellectually simplistic
(Creeber, 2006: 83) as well as being purely ancesseof analytical skills and as such,
‘nothing more than dry formalism’ (Cardwell, 200@3). As Jacobs notes, historically this

approach was criticised for focusing on televisioa concentrated way in which it was
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never intended to be watched (2001: 43). Criticisifie methodology increased in the
1980s in the light of a growing awareness that ei®mwatched and made meaning from
television texts in polysemic and complex ways. M/hitextual analyst may apply
complicated theory to a text in order to determiseneaning, this is still only one
interpretation of many. Thus, as Creeber expldihaudiences can read a text in a number
of ways, then what is the validity and relevancerud textual interpretation?’ (2006: 82).

This awareness has had a serious impact on testtudies of television,
contributing to a critical fear of making evaluaiyudgements of texts. As Creeber further
notes, ‘If [scholars] offer [an] interpretation @enclusive and definitive, they are also in
danger of falling into the trap of prescribing anlwersal reader”: i.e. implying that readers,
regardless of age, gender, social class and rakeead a text irexactlythe same way’

(82, emphasis original). As Chapter 2 demonstratesjs precisely the trap that much of
the work on teen television and teenage viewels ifato, assuming a cause-and-effect
relationship between what these young viewers watchhow they then behave and, in
turn, ignoring variables (such as gender, age, @dass and nationality) that may affect
their interpretation of texts. With no audiencesgash to back up these claims about
viewer identification, textual analysis is redudedittle more than guesswork (Creeber,
2006: 82).

However, in more recent years several televisitiolses have noted a resurgence
of textual studies, which address some of thedeearethodological problems (Creeber,
2006; Cardwell, 2006; Jacobs, 2006). Scholars rmegnise the limitations of textual
analysis and as such, rather than proposing ordydominant reading of texts, their work
is more open and self-reflexive. Reflecting thésttial analysis is now rarely used in
isolation. In his booK'V Drama in Transitior{1997), Robin Nelson contextualises textual
analysis of popular television drama series inti@teto technical, economic, institutional,
cultural and aesthetic developments over the past years, while Jacobs’ (2000)
Intimate Screewwombines textual studies of early television dravith detailed archival
research. Indeed, scholars such as Jacobs (200 Baaah Cardwell (2006) propose using
textual analysis as a starting point before mowauatyvards.

While issues of quality and judgement have traddity been avoided in television
studies for fear of accusations of subjectivitys tienewed scholarly interest has been
accompanied by a shift towards making explicit prad@nts about value and quality in
relation to television aesthetics (Nelson, 199¢pba, 2001, 2006; Geraghty, 2003;
Cardwell, 2006). These scholars now propose usixigial analysis not only as an
interpretative tool, but also an evaluative onsués of personal taste are often at the

forefront of these debates. For exampldnterpreting Televisionwhich focuses on the
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formal elements of television texts, Lury makesspesl taste explicit from the outset,
admitting in her introduction that she selecteddigects of study from her own viewing
experience and memories (2005: 2). Jacobs offersra extreme example. His analysis of
television aesthetics stems directly from a ddsir@ticulate his love of certain
programmes (2001, 2006).

Cardwell outlines some of the problems of usinguision aesthetics to make value
judgements explaining that, ‘One of the most commiojections mounted against
increasing the role of evaluation within televisgindies is that it will lead to a narrow
“canon” of “good television”, eliminating too mamyogrammes as unworthy of study’
(2006: 75). Yet, as Brunsdon observes, qualitgtidgements have always been central to
television studies, they have just remained imp{it®90: 74). This is particularly true of
teen television studies, which has focused almadtsively on a narrow range of US
‘quality’ drama series with cross-over adult appgat has largely failed to address this
bias. Nelson acknowledges this scholarly hesitatioengage openly with debates about
quality as a ‘self-deceiving evasion’ (1997: 7).

As Brunsdon (1990) and Geraghty (2003) note, pod denigrated television
genres need not be excluded from evaluative judg&nklowever, they need to be judged
against their own like. To make these judgement@ningful, distinctions must be made
between ‘television’ and specific genres and prognes instead of unfairly pitting
different genres against one another. Jacobs (20@lGeraghty (2003) both point to the
necessity of situating individual programmes iratiein to broader generic distinctions
when making evaluative judgements. Jacobs useflulstrates the value in doing so,
observing that it would be nonsensical to judgd¥ Danual by the same standards as a
fictional novel: both have different functions agukls and, thus, criteria for judgement
must be developed in relation to specific instar{2@91: 429). He argues that television
scholars need to think more about the particulpirasons of specific programmes and
genres, rather than about television more wide®p)4

Jacobs’ essay is particularly useful to considee las he explicitly engages with
the problems of making evaluative judgements aboarnaticserialsbased on their
textual elements (2001: 433). He argues that, @leno question that a deeper and fuller
understanding dER can be achieved by watching all of it, every eggs@ fact that raises
considerable practical problems for the interestdblar if the serial is lengthy’ (2001:
434). As he explains, series are inherently mabgy. are unfinished, open-ended and, as
they span multiple episodes and seasons, theyftareinconsistent in terms of their value
(2001: 433). These inconsistencies are often owkeld in more popular academic

television scholarship, in which the rush to publig new programmes means that texts
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are judged after only one season (for an exameéethe discussion of Braithwaite’s
analysis oVeronica Marsin Chapter 7).

I will return to the challenges involved in anahygilong-running series later in this
chapter, but for now, | want to engage with Jacalpgroach to studying series on a textual
level. He argues that to fully understand and jualyepisode, it needs to be contextualised
within a broader series’ framework (2001: 435).relimforces this view through close
textual analysis of an individual episodeEd® (NBC, 1994-2009)On the surface, as he
points out, the episode in question appears clieimédoverly sentimental. However,
knowledge of the rest of the series as well asquéatr characters’ back stories alters this
initial reading, lending weight to small detailhuas glances between characters or
lingering shots. He then opens his reading outdgaethat, ‘Our judgements of value are
as much reliant on comparisons between memberg®@hie as it is between episodes of a
particular show’, using a comparative analysisheftitle sequences of several US and
British hospital dramas to reinforce his point (20842).

While | am a fan of many of the series that | aoklag at, unlike Jacobs my
motivation is not to argue for a particular prograeis worth. However, | do concur that
there is value in analysing several texts of theesgenre alongside one another in order to
fully account for generic specificity and also umeostructural patterns. As | shall go on to
explore in the following section, ‘The assumptiordarlying genre study is that television
programs resemble one another and that groupimy thgether provides a context for
understanding the meanings of a particular progf@utler, 2002: 338).

In 2006, Jacobs wrote another article on televisiesthetics and issues of
judgement, reflecting back on this earlier piecéght of new scholarship that had
emerged since. In this essay he enters into aelabatut Geraghty’'s work, which raises
some interesting questions about how televisionlach may use evaluative judgements in
future. Geraghty (2003) argues that a clear evigkiatethod can be developed through
which scholars can make judgements about ‘quadityl is perplexed by Jacobs’
reluctance to make his evaluations of particulagpgmmes explicit. Jacobs, however,
disagrees that such a method can be formed. Wheitevb scholars agree, however, is on
the inclusion of a consideration of textual elersemten making value judgements about
television and on a need to consider programmgteigontext of their specific genre. This
is particularly useful in relation to teen dramae® As Chapter 2 illustrates, this
scholarship has focused overwhelmingly on individimaracters, episodes and
programmes, divorced from their ‘teen’ generic estit Further, a sense of dis-identity
between the adult academic and teenage viewer shiaipavork, which has resulted in

programmes being studied almost exclusively ontaduins and an over-emphasis on
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texts with cross-over adult appeal. This providegat bridge to the second section of this

chapter on television genre analysis.

Analysing Television Genre

Textual studies and genre analysis go hand in Himstrating their symbiotic
relationship, the decline in textual analysis ¢té¥esion in the 1980s was accompanied by
a decline in television genre studies (Mittell, 200). While genre analysts recognise the
importance of extra-textual elements such as aadiegception and marketing in creating
generic categories, they return again and agaimetéext as the primary site of generic
meaning (Neale, 2001; Jacobs, 2003; Bignell, 280ghell and Orlebar, 2005). For
example, iPAn Introduction to Television Studje®nathan Bignell argues that although
the study of genre is based on the identificatioshared textual features across a range of
programmes, the aim of this analysis is to exphaw audiences classify genres (2004:
114). This requires a move away from a purely t@ixstudy to consider extra-textual
materials such as marketing and the presence ofydar performers and actors.
Ultimately, however, he uses textual examplesltstitate how genres are formed. Despite
this textual focus, analysts of television genttermimport genre theories from film and
literature, which results in the televisual elensesfttexts becoming obscured. This has
been highly problematic for the development ofuisien genre theory as | shall now go
on to explore.

In the previous chapter | touched upon the problehapplying literary and
cinematic genre theories to television in relatojudgements about the ‘quality’ status of
teen drama series. | explained that this tendepep®television texts up to unfair
dismissal, reinforcing Geraghty (2003) and Jac@301) view that television genres and
programmes should be judged against their own Kkilsthg genre theories from other
media to describe television means that the issoeedium specificity can be overlooked.
As Mittell explains, this is particularly troublires the televisual aspects of a particular
text are foundational to the programme’s generiegmary (2004: 2). Further, as he
explains, film genres have often been approachedi¢in the notion of an auteur, such as
Douglas Sirk in relation to melodrama or John Catgein relation to horror (2). In
contrast, television programmes tend to be colkiber projects. Particularly in the case of

long-running series and serials, writers and direscthange frequentfy.

1t is significant to note that Mittell is writing exclusively about US television here. As Geraghty
(2003) observes, British television has a much stronger tradition of the playwright. Thus, she
recognises and welcomes author-led approaches to studying television aesthetics and genre.
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Other scholars have also commented upon the prebdépproaching television
genre on literary and/or cinematic terms. Feue8{)@xplains that literary genre theory
uses broad categories such as ‘comedy’, ‘tragenty“melodrama’ that span numerous
centuries, cultures and bodies of work (1992: 188}, to apply such a broad term as
‘comedy’ to television or film makes little sen$aurther distinctions are needed, such as
screwball comedy in relation to film or situatiooneedy in relation to television. Notably,
unlike literary genres, these generic categoridsserically specific. The screwball
comedy, for example, arose in the 1930s and the ierarely used as a descriptive marker
of contemporary films. Feuer (1987) explains thate of the dangers of a generic
approach is a built-in tendency to structuralizetiodel in such a way that it is impossible
to explain changes or to see the genre as a dymaodel’ (1992: 151). To avoid this, |
will examine teen drama series across an eighteanperiod, starting witBeverly Hills
in 1990, which is recognised as one of the firsineples of the genre. This then allows me
to analyse how generic features are solidified @madapted in the period of the genre’s
development and growth. Although he explores a ntoicher time period, a precedent can
be found in Jacobs’ (2008ody Trauma TMWwhich carefully maps how the hospital series
has changed over a fifty year period.

Further complicating the categorisation of telemisgenres, television has a strong
tendency towards generic hybridity, making it vdifficult to determine where generic
boundaries lie. As Bignell and Jeremy Orlebar expkaach programme in a television
schedule requires both similarity to and differefroen other programmes in order to
establish its own identity (2005: 60). In relattorteen drama series, this has resulted in
programmes that share several textual featurdssfadl go on to explore in the following
chapter), but that also each have distinctive efesinat set them apart. For example,
Veronica Marshas noir element$jexhas horror element§ossip Girlis an aspirational
teen series set in East Coast USA @hd O.Cis similarly aspirational, but is set in West
Coast USA. This genre mixing leads Davis and Dis&mto question if there is such a
category as a coherent teen genre (2004: 3). Notthidé hybridity is not unique to teen
programming. Mittell's book, for example, beginglwa discussion of wheth&lorthern
ExposurgCBS, 1991-1995) is a sitcom or a drama, illustigathis difficulty of pinning
television genres down (2004: xi).

Yet, as Mittell usefully points out, the tendenoyards generic hybridity in

contemporary television actually operates to reasssv important genres are by

Julia Hallam (2005) provides an example of this approach with her work on genre in relation to
Lynda La Plante.
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highlighting and problematising implicit genericsamptions (2004: xiii)Veronica Mars
blends teen and noir elements, but both of theseegeare important within the text,
particularly in relation to how it frames sexuablgnce, as | shall discuss further in
Chapter 7. At the same time, Mittell rejects tralition of looking inwardly at the text as
the core site of generic meaning. As | illustrate@€hapter 2, however, to assume too
expansive an approach to the teen drama seriesaicuring the genre’s dramatic and
serial elements. Indeed, as Jeremy Butler explainshe useful as a method for
interpreting television...genre study needs to beenpoecise in its understanding of the
genre. Otherwise generic boundaries blur’ (2008) 3Blittell, himself, illustrates the
value of detailed textual analysis with a lengtiscp on the pilot o¥’eronica Mars
(2009).

While | agree with Mittell that the text is not thaly site of generic meaning, my
decision to take a textual approach to the teemarseries genre is motivated by a
recognition that there has been an absence ofisedtacademic attention to these
programmes’ shared textual features. While teavigibn scholarship is dominated by
textual studies, these tend to focus on individhalracters, episodes and texts and rarely
move beyond a focus on representation and corteparticular, seriality is often
overlooked in favour of broad episode synopses.this that | will address in the

following section.

Structuralist Approaches to Narrative: From Propp t 0
Fiske

While close textual analysis is a useful approaclstudying moments of sexual
violence and genre analysis allows me to conteisiiihese moments within teen drama
series more widely, neither of these methods is abfully account for theeriality of
these texts. This thesis is also centrally conakwiéh the relationship of representations
of sexual violence to narrative and series’ stmgguOne of the main challenges of this
project has been to manage analysis of fourteendisema series at once and to find a way
to emphasise their similarity to one another witrenasing important differences between
them that may also arise. A structuralist apprdahprovided a way to do so and thus, in
this section | will explore structuralism in morepdh.

Structuralism shares a central concern with genadyais. As Butler explains, the
most common means of defining genre is by subjedtan When approaching genre in
this way, ‘the critic hypothesizes a narrative stiuwe that is shared by the programs within

the genre, and conventional characters that intiaibarrative structure’ (Butler, 2002:
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340). Like genre analysis, structuralism is conedrwith identifying a shared narrative
structure between texts in order to gain a bettdetstanding of how these narratives
function. As Ellen Seiter (1987) further explaif#s structuralist analysis often leads to a
description of the worldview of a culture - its argzing principles for making sense of
relationships among people who live in the samégspand between people and their
material environments’ (1992: 50). It stems frora belief that narratives have much in
common and need to be studied in relation to o¢han. Thus, context is crucial to this
work. Structural analysts impose binary oppositiongexts, arguing that every element
derives its meaning from its relationship to otba&tegories in the same system (Seiter,
1992: 50). This emphasis on relationships betwésments is particularly helpful when
considering the representation of gender relationsen series. Using this approach
provides a way of moving beyond the existing festiaritical emphasis on individual
heroines. Further, it enables me to consider temmal series alongside each other rather
than on their own.

As John Corner notes in relation to television &sidstructuralists examine
narratives in relation to one another in an attetmphake deeper ideological connections
than might be enabled by analysing one programhsacter, episode or moment in
isolation (1999: 50). This work rests on the belieft television naturalises and thus,
obscures dominant mainstream ideologies, which therome a function of its modes of
portrayal, its camera viewpoints, its scenes ofaded (rather than described) character
gualities, all aspects of the realized narrati@drher, 1999: 51). Thus, as David Buxton
explains, ‘the task of the analyst was to reveahdath the appearance of obvious
discourse, the hidden contradictions of the dontiideology’ (1990: 5). This emphasis on
contradictions poses a problem for the structuralysis of teen drama series. These
programmes are predominantly popular, mainstreats nd, as such, their narrative
structures largely support the status quo. Howeaset,go on to discuss later in this
chapter, assuming a structuralist approach to tteege not only allows me to account for
their structural similarities but also begins teeal striking differences in relation to
particular series’ generic hybridity, broadcastoogitext and protagonist’'s gender. These
differences shape the structure of Chapters 5a6d78.

One of the greatest benefits of analysing teen drsenies structurally is that this
methodology traditionally sets aside questionsestlzetic worth and value, to instead
‘concentrate on the internal rules for the productf television meaning’ (Seiter, 1992:
49-50). The aim of this approach is to understal@hguage or culture on its own terms.
This method, then, is particularly useful to apoythe teen drama series genre, which has

so often been ignored or dismissed by scholaraviadr of elevating ‘exceptional’ texts.
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When teen television scholarship does engage ssiless of genre, it is often careless. In
contrast, as Seiter (1987) argues, ‘the applicaifatructuralist methods has made
television criticism more rigorous, more accuratelescribing its object, and less
evaluative’ (1992: 50).

So far this discussion has been fairly abstractprbeide a concrete example of
structuralist methods, | turn to Vladmir Propp (822068), whose work on the narrative
organisation of Russian folktales has been extrginéllential in the development of
structural analysis and is widely cited, not jugtiterary scholars, such as Tzvetan
Todorov (1977), but by television scholars too @e1986; Fiske, 1987; Kozloff, 1987,
Buxton, 1990; Corner, 1999; Butler, 2002). Propprexed one hundred folktales and, by
mapping recurring themes, revealed a universaatiaer structure across all of them
(1928/1968: 19). In his bookorphology of the Folktaldye outlines the central tenets of
his findings (1928/1968: 20-3):

1. Functions of characters serve as stable, carstaments in a tale,
independent of how and by whom they are felfill They constitute the
fundamental components of a tale.

2. The number of functions known to the fairy tglémited.

3. The sequence of functions is always identical

4. All fairy tales are of one type in regard toitrstructure

Notably, he foregrounds characters here, yet hetisnterested in who they are as
individuals, but rather in how they function. Asiliestrates by describing the dominant
narrative structure of four folktales, while thessifics of their characters may vary, their
function remains the same (1928/1968: 20). He dumsgever, make some distinctions
here. Not all fairytales contain all functions, Ihis does not change the law of sequence
(1928/1968: 22). (I consider Propp’s findings inrendepth in the following chapter.)
Propp’s emphasis on the functions of characteherahan their individual
characteristics provides a way to move away froensibecific to the general, which is
highly beneficial for my thesis. To look at specifiexual violence narratives across
fourteen series would not only be incredibly dificco manage, but would also be largely
redundant. Focusing too much on specific instaris&s both losing sight of a bigger
picture and veering into irrelevance. Instead, nrappow sexual violence functions

narratively across the genre allows me to disceepdr ideological patterns. Chapters 5
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and 6 are structured around these dominant nagratictions, in relation to episodic and
overarching storylines respectively.

Another key and widely cited figure in the devela@hof structural analysis is
literary theorist, Todorov. Iitelevision Cultur¢1987), John Fiske draws heavily on his
model of narrative (1977) when outlining a struat@approach to studying television.
Todorov describes his model of narrative as foltows

An “ideal” narrative begins with a stable situatiwhich is disturbed by some
power or force. There results a state of disequuiib; by the action of a force
directed in the opposite direction, the equilibriigme-established; the second
equilibrium is similar to the first, but the twoeanever identical (1977: 111).

Using this model, Fiske then explains that the lioigyp of narrative can be determined in
two ways, either by comparing the opening and ntpstates of equilibrium or by
identifying what constitutes a force of disruptieamd what a force of stability (1987: 139).
He explains that, ‘the ideological work is at itearest in the selection whichevents are
considered to disrupt or restashichequilibrium and in the description of what
constitutes disequilibrium’ (139, emphasis orig)nal

Yet, applying Todorov's model of narrative to téen poses particular problems
as Fiske explores in relation to Feuer’s (1986)cepiion of television narrative. Feuer
stresses that, ‘television is not very well dessdiby models of narrative analysis based on
linearity and resolution’ (1986: 101). She expldimst series and serials are television’s
dominant narrative forms and both are inherentlyemapen than films and novels.
Television’s emphasis on routine repetition anddeterral of closure means that the
narrative tension between harmony and disruptiah Tledorov highlights is never fully
resolved. Indeed, using an example from a novelpii@v argues that the initial
equilibrium can never be re-established (1977: 1H@yever, this does not hold true for
television. The traditional situation comedy, faample, often features a circular narrative
that returns at its end to its point of departdddl§, 2005).

Further problems arise from applying structurabties of narrative to television.
For example, Fiske applies Propp’s account of pagtef narrative organisation to an
episode oBionic Womar{ABC/NBC, 1976- 78) and finds that, ‘in general 8teucture
underlies the typical television narrative with @rkable consistence’ (1987: 138).
However, Buxton criticises Fiske’s use of Proppd(@9). He argues that if there is really
only one story (as Fiske suggests with his argurtieitPropp’s narrative functions fit
with Bionic Womaip then theoretical development is impossible, mgkhis approach a
critical dead-end. Notably, Buxton’s argument absiutcturalism and television is very

similar to one by Todorov in relation to literatuAdthough Todorov is heavily influenced
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by Propp’s work, he identifies a central tensiostiucturalist theory between the general
and the specific (1977: 219). He argues that, egithe construct a coherent but sterile
theory, or we limit ourselves to describing “fagtaSsuming that each little stone will find
its place in the great edifice of science’ (197¥8R Like Buxton, then, Todorov identifies
a danger of structuralist theory becoming too ragid prescriptive. He adds that, ‘the most
urgent task of the analysis of narrative is todunfl precisely between the two: in the
specificationof thetheory, in the elaboration of “intermediate” categoridsiet no longer
describe the general but the generic, no longegéeric but the specific’ (1977: 219,
emphases original). This is what my thesis set¢mdb: on the one hand, by using a
structuralist approach, | aim to identify structugiilarities between teen drama series as
a genre, yet, on the other hand, | also aim toliglghthe differences that arise between
these texts. This sensitivity to difference is passbecause | supplement a structural
approach with textual analysis and a close atterttb@enre. Structural analysis allows me
to uncover broader patterns across the genre inevlexual violence narratives are
positioned, while textual analysis enables me &wdout nuances in particular storylines
that may or may not contradict these broader peter

One of the ways that | do this is by paying cla$erdion to how the genre has
developed since 1990. Like genre analysis, claihahistoricality are a common criticism
of structuralism (Seiter, 1992: 59). Indeed, Buxtaticises Fiske for exactly this. He does
not find the fit of Propp witlBionic Womarremarkable’, expanding that with television’s
routine repetition and unwillingness to take rigkgs not surprising that plots are repeated
again and again. Thus, he challenges Fiske’s aiuality, arguing that:

Given the narrow range of stories considered corialér acceptable, any
analysis of the content of series must also conanbn what makes them
different over time, inversing the tendency of staualism to reduce surface
differences into similar structures (1990: 9-10).

Another common criticism of structuralism is thgtimposing binary values onto
texts, it closes down any stray meanings (Sei#32156). Echoing traditional criticisms
of textual analysis, there is a view that becatisetiral analysts do not look beyond the
text to consider how real viewers make sense diely, therefore, ignore the polysemic
ways in which viewers make meanings from texts, #stSeiter points out, this is a
somewhat unfair criticism. Structuralists oftenish®n being highly self-critical of their
own research and, therefore, do not exclude otle@nimgs by imposing their own. At the
same time, however, it is important to be awartheflimitations of using a structuralist
methodology in isolation. Indeed, Seiter arguesitharder to be able to explain the

differences between texts, structuralism neede tstidied alongside genre, narrative or
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ideological analysis (1992: 60). This is precisghat | set out to do, as | shall illustrate in

the following section.

Narrative Timelines

| began my research by undertaking extensive vigwirdrama series with
prominent teenage characters in order to firstijnéethe genre. As | outlined in the
introduction to this thesis, this approach is sofmevparadoxical: an aim of this project is
to identify the genre’s norms (as | develop infililowing chapter), yet before | could do
this, | needed to delineate some initial generignoiaries. From this viewing, | established
a working definition of the genre and selected teemn programmes to study in more detail
- a small enough sample to be manageable, buiatiél enough to enable me to consider
differences between texts. Drawing on MacKinnoréfirdtion of rape as a primarily
sexual crime and Kelly’s notion of sexual violerasea continuum, | then established a
working definition of sexual violence (see Chagidor a fuller discussion).

However, while | watched each episode, halfwayuglomy research it became
apparent that | had perhaps over-estimated the geabdity of my sample, which
encompasses over a thousand episodes (1130 tedisg)r There was a danger of the
research becoming overly specific and, thus, vegdrito irrelevance. While my focus on
moments of sexual violence yielded some interestisglts, such as the absence of
storylines with heterosexual male victims and therer length of British sexual violence
narratives, it did not allow me to make connectiaosss the genre more widely. In short,
| was in danger of replicating the focus of exigtieen and feminist television scholarship
on isolated moments, episodes, characters andgmnoges that | set out to challenge.

For this reason, | turned to structuralist theoaksarrative with their focus on
systems as a whole and on underlying narrativerett This emphasis on generic and
series’ structures was also well-suited to Kellyédion of a continuum of sexual violence
as it enabled me to discern connections acrossge raf different forms of abuse.
Moreover, this approach allowed me to think lessualthe specifics of each narrative and
more about how sexual violence storylines functiarratively and ideologically across
the genre as a whole.

For each series, | constructed a horizontal nagdineline (see Appendix B for
more detail). On this line, | marked each episa&ievell as breaks between seasons. | then
returned to my viewing to establish where episadiid overarching sexual violence
narratives occurred within broader series’ strieguFrom these viewing notes, | firstly

mapped where episodic sexual violence narrativegroed on each timeline, using a
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yellow circle. In most cases, marking these episstbrylines was fairly straightforward,
particularly as they are, by definition, self-cantd and do not bleed over into other
episodes. However, there were a few narrativesctizded problems&ossip Girl for
example, features a sexual violence narrativeerpttot episode in which central female
character, Jenny, is sexually assaulted by cemiaée character, Chuck. (I discuss this
storyline in more detail in Chapter 5). This assauself-contained — it is not discussed for
the rest of the season — and for this reasongléalit as episodié. However, it is
questionable if a storyline involving central chaeas as both perpetrator and victim is
strictly self-contained as, arguably, a viewer' swiedge of this narrative affects how they
respond to and read Chuck in future episodes.

| then mapped where over-arching sexual violenceatiges were positioned,
using a horizontal blue line that spanned fronfitts¢ episode in which the narrative is
introduced to its endpoint. This proved more diffias some storylines would disappear
for several episodes and then reappear at a later l[dor example, as | discuss in Chapter
6, some over-arching sexual violence storylinetufestwo narrative climaxes: the first
when the perpetrator initially attacks and thenewit seems as if the threat has been
guelled, a second, more violent attack a few egisdater. In these cases, the blue line
spans from the first attack until the resolutiorited storyline after the second attack.
Further, as is characteristic of the open-endedreatf serial television, these narratives
did not always have a definitive endpoint, oftedirfig out slowly over a number of
episodes as the emotional aftermath on the viatinsiges. In these cases, | chose my
endpoint as the last episode in which the sexwudéntce narrative is directly referenced.

A central aim of this thesis is to identify theatbnship between representations of
teenage sexuality and sexual violence in teen ds@rias. For this reason, | also mapped
significant moments in the sexual culture of eaddgmmme. | firstly marked the episode
in which each central teenage character lost thiginity, using a solid green circle. | then
differentiated these narratives from each timerdraéteenage character had a subsequent
sexual partner, by marking these episodes witleargring. This revealed glaring
differences in the sexual cultures of each showekampleSmallvilleis a relatively
chaste programme, while the teenage characterstfiBseries have multiple sexual
partners (I discuss this further in Chapter 8)alin | mapped the central teenage
characters’ romantic relationships, using a hotizored line beginning from their first

date and/or kiss to their break ups.

2 Notably, the narrative does recur in season two when Chuck finally apologises to Jenny, but this
is beyond the scope of this thesis.
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From examining these timelines, what is immediagglgarent is how prevalent
representations of sexual violence are acrossegheegnd that representations of teenage

sexual violence are a part of both US and Britesntseries (Table 3.1).

Series name Number of episodic sexualNumber of over-arching

violence narratives sexual violence narratives

Beverly Hills 90210 3

=
[EEN

Buffy the Vampire Slayer

Dawson’s Creek

Freaks and Geeks

Friday Night Lights

Gossip Girl

Hex

My So-Called Life

The O.C.

One Tree Hill

R R R N R R O O o

Skins

=
(o))

Smallville

o

Sugar Rush

O | | N N W O | O k| O N M| ©©

Veronica Mars 6

Table 3.1 Numbers of Episodic and Overarching Sexua | Violence Narratives in Teen Drama
Series

The most common form of sexual violence narrativeeen drama series is the
self-contained episode, which | look at in Chaptefhere are forty-three of these episodic
sexual violence narratives in total, spread ac®s®ut of the fourteen programmes that |
examinedSugar Rush, Freaks and Geeks, Dawson’s Caeeleriday Night Lightsdid
not contain any. Episodes 8tigar Ruslare only twenty-minutes long, compared with
episodes in the other teen series that typicadiyftarty-minutes. As such, rarely do
storylines span just one episoéieeaks and Geeks primarily a comedic series and, with
the exception of storylines that depict (nonsexteaision between the teenage characters
and their parents, does not typically focus onoserisocial issues, including sexual
violence.Dawson’s Creekrioritises the teenage characters’ personal, mdggical
problems rather than wider social issues. Whittoés feature two overarching sexual
violence storylines, they are short, spanning onty to three episodes each (I discuss

these narratives further in Chapter 6). By contfastiay Night Lightsregularly focuses
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on serious issues, featuring an attempted rapgis®that stretches over seasons one and
two, yet it is much more serial in nature and tepisodes are rarely self-contained (again,
| discuss this attempted rape narrative in Chagjter

Of the series that did contain episodic sexualeviok narratives, six contained just
one each, while the remaining four contained sévérdh the exception of¥eronica
Mars, the four series that contained the most werdatfigest running series that |
examined. Yet, although at ten seasons Bewgerly Hills 9021Qvas by far the longest,
there were considerably more self-contained sexodnce narratives iBuffyand
Smallville.Indeed, supernatural series account for two-thofdsd! episodic sexual
violence narratives across the genre. This sugggsasticular affinity between
supernatural series and representations of seialahee, which | shall explore further in
Chapter 5.

These narratives are more common in early seag@®sies, when the teenage
characters are still attending high school anehgwwvith their parents. In all but two of the
programmes featuring these types of storylinesfitsiesexual violence narrative occurred
within the first nine episodes of season one. Then® pattern as to where in the seasons
the episodes occur, although they rarely coinciile season finales. The regularity of
these storylines in early seasons can be pargafained by the need for programmes to
build audiences as they begin. Self-contained épsallow series to do this, as viewers
need no prior knowledge of previous storylinesnderstand what is happening. Once the
programme has become more established, storykmeistd become more serial in nature,
stretching across several episodes.

With the exception oFreaks and GeekandGossip Gir| all of the series feature
overarching sexual violence narratives. Most sertggain one to four storylines, with
Beverly Hills, BuffyandVeronicaMars containing the most. These overarching narratives
are more common from the mid 1990s onwards. Famele the first overarching sexual
violence narrative iBeverly Hillsonly appears when the teenagers are at univensity
season five, which aired in 1995. In the other teenes, these overarching narratives are
more common in earlier seasons when charactestitii@ high school, but do not appear
for the first time until the end of season oneatel. (I discuss possible reasons for this
structural positioning in Chapter 6).

One of the main insights to be gained from thiscttrral analysis of over-arching
narratives is their positioning in relation to aahteenage characters’ romantic
relationships. These storylines either immediapegcede romance narratives, coincide
with the end of these relationships or directlydal the end of a romantic relationship.

This suggests that these romance and sexual violegntatives are inextricably linked, as
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| go on to explore in Chapter 6. The key excepisomomophobic abuse narratives, which
tend to remain distinct from romantic relationships

Another striking finding of the timeline researsithat sexual violence narratives
are positioned differently in series featuring hesexual heroines from 1997 onwards, in
contrast to those with male protagonists or ensemdsts. These structural differences
transcend national boundariétex, BuffyandVeronica Marsall feature sexual violence
narratives in their pilot and finale episodBsiffyandVeronica Marsalso feature
concurrent sexual violence storylines (usually episodic and one overarching). Chapter
7 explores sexual violence storylines in femalevfed series in more depth, questioning
how these structural differences alter how theseylites are framed.

British and US series differ considerably in temhsheir structures. One season of
The O.Cis longer, for example, than two seasonSkihs For this reason, | look &ugar
RushandSkinsin Chapter 8. Due to this shorter structure, Brigexual violence
narratives sit somewhere in between episodic aerd-arching, neither strictly contained
to one episode, nor spanning more than two.

These findings determine the content and/or straatfithe following analysis
chapters. After identifying these broad structpetterns, | returned to close textual
analysis of specific sexual violence narrativesgitrg dominant narrative functions in
order to gain a more nuanced understanding of leowad violence operates ideologically.
The patterns uncovered through this research re@fine value of analysing several
programmes alongside one another in order to gdeeger understanding of the kinds of
stories about sexual violence that emerge withisabntext. As Seiter (1987) concludes,
structuralism should be used ‘as a kind of usefalt@se for making sure that we know

our object before venturing out into other modéilstady’ (1992: 63).

Conclusion

As the debates in this chapter suggest, all thistanct but overlapping
methodologies — textual analysis, genre study émdtsrral analysis — offer particular
insights. Combining them is particularly suitalde &n exploration of the relationship
between representations of sexual violence andlbrazarrative, generic and series’
structures. Overall, this combination strengthegsamalysis by allowing me to account
for the televisual, generic and serial elementgeh drama series as well as to explore,
more specifically, how generic and medium spedyfigitersect with representations of

sexual violence. A comparative analysis of Britstu US texts further offers a way to
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account for the ways in which particular broadecastind social contexts affect these
representations.

Structuralist approaches, with their emphasis @tesys as a whole and on patterns
of narrative organisation, provide a way to accdantheserial aspect of television texts.
However, as Sarah Kozloff (1987) observes,

Because this field is concerned with general maggpof narrative structure, it
is inescapably and unapologetically “formalist’dthis, it concentrates on
describing or analyzing the text’s intrinsic fornpairameters), and it is up to
the individual practitioner to use the insightsngai about narrative structure to
analyze a text’s content or ideology (1992: 68).

This is precisely what my thesis will do: | use theights gained from the narrative
timelines to determine the structure of the follogvanalysis chapters (Chapters 5, 6, 7 and
8). | then use genre and close textual analysssamine how representations of sexual
violence function narratively and ideologically. Bging so, | hope to counter the
formalism of structuralism by opening up rathemtlcéosing down possible textual
interpretations. All three of these methodologegaproaches also face accusations of being
inherently ahistorical, which | seek to counterdxamining teen drama series that span an
eighteen year period (Buxton, 1990). This then Esato me to discern developments
across the genre over time. In the following cha@@apter 4), | provide a structural
overview of the dominant generic sexual narratinehe teen drama series. This then
establishes a context into which | will situate supsequent analysis chapters (Chapters 5,
6, 7 and 8), enabling me not only to approach deneyaesentations on the genre’s own
terms, but also to discern connections betweeresentations of teenage sexuality and

sexual violence.
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Chapter 4
Glances, Dances, Romances: Overview of Sexual

Narratives in Teen Drama Series

Introduction

This chapter provides an overview of the teen draerges’ generic norms, paying
close attention to the genre’s formal organisaéind its sexuaharratives. As the previous
chapters indicate, scholarship on teen drama desie$ended to focus on individual
programmes, often overlooking considerations oif tteen generic elements in favour of
elevating them as ‘exceptional’ and, thus, worthgrdical attention. By contrast,
structuralist analyses of texts set aside questibmsrth to instead interrogate the internal
laws that govern their narrative structures. Thgpgse of this chapter is to identify the
formal elements of the teen drama series in omlestablish a generic context into which
the subsequent analysis chapters will be situa@due throughout this thesis that this
contextualisation offers a fuller understandindnoiv representations of sexual violence
function narratively and ideologically.

In terms of their formal narrative strategies, tdesma series can be understood in
relation to television drama series more widely M@seley explains, many teen series
follow a similar narrative organisation to the sagera, with their emphasis on repetition,
the deferral of resolution, use of close ups amdraéty of place, characters and
relationships (2001: 41). The first three sectiohthis chapter will be structured around
the formal organisation of the genre, looking sfeally at time, space and character.
Here, | also challenge the dominant critical vievhe teen drama series as an inherently
US genre by considering British and US texts alaeeach other and highlighting their
similarities. (I look at British series in more diéin Chapter 8).

In each section, | pay close attention to how tHieseaal elements intersect with
representations of teenage sexuality and sexul@nge. Indeed, a central aim of this
thesis is to identify the genre’s sexual normsiatetrogate the relationship between these
norms and narratives of sexual violence. As | distadd in Chapter 2, sociological work
on teenage sexual violence has tended to emplihsis@lentrather than theexual
aspects of this behaviour. In contrast, MacKinn@ueas that dominant constructions of

gendered sexuality are foundational to genderegligigy (1982: 185). Thus, in the fourth
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section of this chapter, | move on to explore gigant recurring sexual narratives across

the genre, before offering some conclusions.

The Organisation of Narrative and Time

The increasing blurring of distinctions betweertidion series and serial narrative
forms has been well-documented by scholars ovepdkethree decades (Feuer, 1987,
1995; Geraghty, 1990; Turner, 2001; Creeber, 20004; Mittell, 2006). In the context of
teen drama series, this series/serial hybridityreaslted in a mix between self-contained
narratives that are resolved within one episodendiaturing short-term characters, and
ongoing narratives that span multiple episodegnodfiealing with the relationships
between core characters. As discussed in the precioapter, in teen drama series,
episodic storylines are more common in early seaasrprogrammes establish a
viewership (I discuss these narratives furthehanfollowing chapter). They also occur
more frequently in programmes that began in thy éamid 1990s. The first four seasons
of Beverly Hillsare dominated by self-contained storylines thatreselved by the end of
the episode. While series from the mid 1990s onsvatill heavily feature episodic
narratives, these tend to run concurrently witrglm overarching storylines.

This shift from the episodic to the serial is widattributed to series adopting the
narrative conventions of soap operas (Turner, 2G0deber, 2001, 2004). Yet an
important distinction needs to be made in relatmthe organisation of narrative and time.
In soap operas, time is the basis for the organisaf the narrative, appealing to the
audiences’ experience of time in the real worldré@aty, 1990: 11). By contrast, in drama
series, time is subservient to the narrative amiganised according to narrative demands.
In teen drama series, specifically, episodes diegin at the start of a new day (like the
soap), but then go on to span anything from a few$to a day, a week or, occasionally,
longer. Moreover, the organisation of time is opemanipulation in a way that is much
rarer in a soap/eronica Marss punctuated with flashbacks and features episthdgsre
told backwards, whil®uffy, SmallvilleandThe O.Ceach feature episodes that take place
in alternate realitie$. This variation is important in order to countee tharrative
repetition inevitable in long-running series (Géryg 1981: 12). However, it is significant
to note that this temporal playfulness tends taipat later seasons once the viewer is

familiar with the series’ norms and can comfortatxype with shifts in style and material.

% For example, see Buffy episode 617 ‘Normal Again’, Smallville episode 612 ‘Labyrinth’ and The
O.C. episode 407 ‘The Chrismukk- huh?’



83

The generic hybridity of particular programmesflfiert affects the organisation of
time. Episodes of teen/noir hybiéeronica Mars for example, often end on cliffhangers
as Veronica finds out a new piece of informatidatieg to an ongoing mystery, echoing
the conventions of the 1930s detective novel. IAifigers are a hallmark of the serial form
(Geraghty, 1981: 13), however, in teen drama séni@gare used sparingly and tend to be
reserved for intensely dramatic narratives, ineigdhose involving sexual violence. An
overarching storyline from season fourQrie Tree Hill(which is discussed in more detail
in Chapter 6) illustrates this aptly. In this n&éi@, one of the central female characters,
Peyton, is stalked by a marginal male teen. Avtitg end of the episode (415 ‘Prom
Night at Hater High’), she opens her front doob&oconfronted by her stalker. The scene
fades to black and the viewer is left literallysinspense questioning: how will Peyton
escape? Will her friends or boyfriend save her2dPesemains in danger until the
following episode (416 ‘You Call it Madness, | CilLove’). The time elapsed between
episodes here is a matter of seconds. This disrupfithe genre’s normal organisation of
time illustrates the strength of the conventiongh&ening dramatic tension by erasing the
usual feeling of day-to-day life that the seriesmpotes. Many of the overarching sexual
violence storylines discussed in Chapters 6, 78aaad on cliffhangers.

So far, the aspects that | have outlined are rextip to the teen drama series, but
apply to television series more widely. What seentseries apart is that, in early seasons
at least, their serial structure mirrors that & #ttademic year of the high school and later
the university’' Additionally, US seasons typically air from Septemto May, broadly
echoing the academic year of their teenage (andgen) viewers. Pilots commonly begin
with protagonists embarking on the first day ofeavrschool year§awson’s Creekor a
new school altogetheB(ffy, Beverly Hilly and, similarly, new seasons begin at the start
of new school years. This structure allows new ati@rs to enter as new students start at
the school, often disturbing the dynamics of emgsfriendships between the core gréup.
The academic year creates a calendar in the lifieso$eries, marked by seasonal
institutional events that reference the outsideldvan US series, home-coming dances
take place towards the start of seasons, proms tmeards the seasons’ end and
graduation ceremonies coincide with season finatel®ng-running series such Bsverly
Hills andSmallville once characters have progressed beyond univetsgyserial

structure based on the academic year largely désapp

1t is important to note that this structure also applies to school or college-based fictional television
programmes such as Community (NBC, 2009- ) and The Inbetweeners (E4, 2008-).

% See, for example, Jen’s arrival in Dawson’s Creek or Rachel’s arrival in season three of One
Tree Hill.
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Other seasonal events, such as Halloween and @hsstre also marked in the
appropriate monthiThe O.Cfeatures a ‘Chrismukkah’ episode in December ohesdts
four season®. The time elapsed between seasons typically mitherschool summer
holiday of the young viewer, with characters rangltheir summer activities when new
seasons begin. This suggests that these teenayers tife beyond the diegetic world of
the series, an aspect that is frequently explditednline marketing materials, such as
characters’ blogs or profiles on social networksitgs.

My study of the timelines also reveals that theasstructure of teen drama series
is linked to teenage characters’ sexual developnie®n drama series are centrally
concerned with teenage characters gradual transigbween childhood and adulthood and
their sexual experiences are key in marking thisunaéion. In this way, the programmes’
serial structure parallels the normative developgaiararrative of sexuality. From
lingering glances signalling attraction betweenrabters, to first dates and kisses shortly
afterwards and then to the formation of monogamsesiial relationships, series place a
strong narrative emphasis on mapping the signifistages in this development. First
kisses occur early on in the first season and chensatend to lose their virginity towards
the end of the first or in the second seasbtislater seasons, the narrative focuses on
their subsequent sexual partners. In the casert€yarly long-running programmes, such
asBeverly Hills, Smallvilleor One Tree Hillthe narrative may follow characters getting
married and/or becoming parents.

Notably, even in these cases, the central tensomden childhood and
independent adulthood is never fully resolved. Mae and children do not signal stability
but, like the soap opera, open up new sets of enokl INOne Tree Hill for example,
teenage characters Haley and Nathan marry in sessgronly to separate in season two,
reunite in season three, have a baby in seasondeparate again in season five and once
more reunite. Sexual violence narratives play gelgnrart in the deferral of teenage
characters’ entry to full adulthood. As I illusiah the following chapter, in early seasons,
episodic sexual violence narratives often operste warning to young female characters
about the dangers of growing up too fast. Reflectims deferral of closure, finales are
often left ambiguous and open-ended. This is hergd in the case of series that were
cancelled prematurely such laks and GeekandMy So-Called Life

However, while finales may be left open, their &xice marks another significant

distinction between soaps and series. Unlike th@ spera’s sense of an endless future,

% Seth, one of the central teenagers in The O.C. is half Jewish and half Christian and, thus,
celebrates ‘Chrismukkah’, a merging of Christmas and Hanukkah.

" See Brenda and Dylan’s relationship in season one of Beverly Hills, for example.



85

teen drama series bear #wpectatiorof resolution. Even in on-going, long-running serie
such afOne Tree HillandSmallvillg in which the central characters have long ce&sed
be teenagers, there is a sense of eventual cldsuireending is not necessarily pre-
conceived, but it isxpectedn a way that the ending of a soap opera sudtedghbours
(Seven Network/Network Ten, 1985is)not.

British series are shorter and less school-orietited US programmes. The
teenage characters are portrayed as much moreeindept than their US counterparts and
spend less time in the school setting (I look ati€r series in more depth in Chapter 8).
Hex which takes place in a boarding school, is ariais/exception but even in this case,
the protagonists, Cassie and, later, Ella, are mumfe frequently depicted in the adult-
free and private setting of their bedroom rathanttheir classrooms (I will explore space
further in the following section). Despite thiswever, their serial structure still mirrors
the school year. Season twoSKinsends with the teenage characters receiving thaimex
results and deciding what to do with their life begl school. Season three starts again at
the beginning of a school term, with a new teerzegt. Further, the timelines reveal that
sexual developmental narrative structures remapoinant. The narrative Gugar Rush
follows protagonist, Kim, through a series of ‘fg’s from her first same-sex crush, her
first same-sex kiss, her first experience of seiktarcourse to her subsequent sexual

partners, ending with her first adult romantic tielaship.

The Organisation of Narrative and Space

The organisation of time and space are intricdieked. As seasons are typically
structured around the academic year, the high $emablater, the university, are
prominent settings in teen drama series. Like tigpital in a medical drama or the office
in a legal drama, the school functions as a centesting point for the core characters and
their peers. Within this space, teenage charaosmilate between adult-occupied spaces
such as classrooms and offices, and spaces thialatieely adult-free, such as the
corridors, cafeteria, toilets, locker rooms anduguas surrounding the school. Each setting
has a particular narrative function.

Spaces that are occupied by adults as well asgmg teclassrooms and offices -
operate to underline the generational differende/éen these figures. In the pilot iy
So-Called Lifethe viewer is privy to Angela’s bored voice-oversag meets with a
teacher in a classroom to discuss her future. Tdwsi@om is not only a place of learning,
but more commonly it is a place for teenagers yadsam while gazing at their love

interest. In turn, teachers’ offices are often ggdor serious discussions about the
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teenager’s academic progress. Depending on thieydartprogramme and the relationship
between the adult and teen in question, these sigms are framed differently. 8kins
andFreaks and Geek®oth series that heavily emphasise comedy, ngsehatween
teenagers and guidance counselors function laggetomic relief, while i©ne Tree Hill
meetings between teenage characters and theis'spoach, Whitey, are portrayed as
sentimental heart-to-hearts.

With the exception of one or two wise teacherst{sag Whitey), adults are
typically portrayed as ineffectual at policing tage behaviour in the rest of the school, in
which the teenager is most commonly portrayed. Bacies has a private space in the
school where the teenagers can speak more freelyt abrsonal matters without fear of
being over-heard or reprimanded by teachers. (8eexample, the girls’ toilets iNMy So-
Called Life underneath the bleacherdHreaks and Geeksr the newspaper office in
Smallville. However, the corridors and the cafeteria arerofhe most prominent settings
in the high school and are governed by a diegéti@alchy of popularity. Significantly,
these are public spaces and they serve as anfarédha performance of heteronormative
social roles. The corridor is a space for cemertinfjagmenting romantic relationships.
Veronica Mars is unceremoniously dumped by her feydl in this space (101 ‘Pilot’),
while a particularly memorable moment in Angela doddan’s relationship iky So-
Called Lifeoccurs when he finally publicly acknowledges hehiaggirlfriend and a long-
shot captures them walking down the corridor togettand-in-hand (112 ‘Self-Esteem’).

The corridor is densely populated by students, mngathat rumours, including
those involving the sexual reputations of partictdé@nage characters, spread quickly and
efficiently. As | explore further in Chapter 6, hophobic abuse narratives take place in
this setting and the narrative emphasises the @uohbture of this violence, with
anonymous students crowding around the edge ofesatooking on. This abuse is always
verbal and/or visual (taking the form of homophatpiaffiti, for example, scrawled across
a locker door). While physical violence does oawithin the school setting, it is rarely
sexual in nature.

The timelines reveal that in later seasons (ustladyfourth or fifth), the dominant
setting shifts from the high school to the collegenpus (seBeverly Hills, Dawson’s
Creek, BuffyandVeronica Mardor examples). This setting is similarly dividedaradult-
occupied and adult-free spaces, such as the atassoafeteria and campus grounds,
which hold similar functions. The key addition ietdorm room, which allows new
characters to be introduced as room mates (for pbearAudrey in season five of
Dawson’s Creelor Piz and Parker in season thre&/efonica Mar$. This also adds a

sexual dimension to the space, as, with the absefnmarental supervision, characters can
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invite lovers to spend the night. Buffy and Jebawson’s Creekoth have sex with their
boyfriends in dorm rooms. The university is a legglly gendered/heteronormative space
than the high school, with room for experimentatiath personal and social identities. It
is in this space that Willow iBuffycements her love of witchcraft and,Dawson’s

Creek Jen establishes her own feminist radio show. Bet#tson four dBuffyand season
three ofVeronica Marsopen with scenes of politicised feminist ralliegtzes heroines
navigate the college campus.

At the same time, the timelines reveal that theersity is a much more physically
and sexually dangerous space than the high scigpiably because of the lack of a
protective adult presence. Unlike the school, wigctarely ever the site of physical sexual
violence,Veronica MarsandBeverly Hillsboth feature rape narratives that take place on
the university campus. In the following chaptelsicaidentify and discuss an episodic
sexual violence narrative that occurs when Peyt@s go a fraternity party i@ne Tree
Hill (108 ‘The Search for Something Moré).

Along with the school or college, the other domirsetting in the genre is the
protagonist’s middle-class family home. Episoddsmbegin with an establishing shot of
this setting, followed by an interior shot. The-predit sequences of early episodes of
Dawson’s Creekfor example, begin with Dawson and Joey watchind discussing films
in his bedroom, while episodesie O.Coften start with the Cohen family and Ryan
eating a hurried breakfast. In early seasonsstase is privileged more than any of the
other characters’ homes, although these do becamne pnominent as series continue.
Episodes of season threel@dwson’s Creekfor example, shift away from Dawson’s
home to the homes of the other core teenage chasact

Again, this setting is broken down into spaces #natadult-occupied or adult-free.
The kitchen, lounge and dining room are family gsad his is where interactions between
teenagers and their parents take place, such mgdskadvice, arguing or hugging. The
teenager’s bedroom is a space for socialising fugnds, but more commonly for soul-
searching while lying on the bed, staring at théngeand listening to romantic pop songs
(Lury, 2002: 18)Veronica Marsparodies this norm when, in an attempt to makddtaer
believe she has split up with her boyfriend, Vecarlocks herself in her room and plays
languid songs, including tHeawson’s Creekheme tune, on repeat (211 ‘Donut Run’).
Themise-en-scenim this space is also significant in communicating personal taste of
particular characters. l@ne Tree HillPeyton’s bedroom walls are lined with records,

foreshadowing her later career as a music produtele Dawson’s bedroom iDawson’s

%8 For a similar example, see also Buffy 205 ‘Reptile Boy'.
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Creekis littered with cinematic paraphernalia, estabitighhim as a cinefile. The family
home remains a key setting even in later seasane @enagers have graduated high
school, they often attend the local university egmain living at home (seguffy,
Veronica MarsandGossip Girlfor examples). In season fil@awson’s Creekhifts
location from Capeside to Boston, but again thelfahmome remains central when Jen’s
grandmother decides to move to Boston as well.cine group of friends continue to
meet for family dinners at her new home.

The middle-class family home is inextricably linkieddepictions of teenage
sexuality. The narrative of teen drama series Walteenage characters as they negotiate
the liminal stage between childhood and adulth&gisodes often feature these characters
testing their boundaries by trying to assert timeependence. This is manifested in
storylines in which teenage characters have wiltsh@arties, lie to their parents, drink
alcohol and/or take drugs. In these narrativesytsvien spiral out of the teenager’s
control and they learn an important lesson abguidrto grow up too fast. This lesson will
inevitably be forgotten in subsequent episodesniarty episodes in early seasons end
with the protagonist apologising to and huggindrtheother or father within the family
home, reinforcing this setting as a space of safaiy example, as Byers (1998) notes,
despite their troubled relationship, a surprisinghber ofMy So-Called Lifeepisodes end
with Angela in her mother’s arms (2007: 26). Thmsas true of early episodesBéverly
Hills, which often end with one of the teenage twinsgmg their parents in the living
room (see episode 111 ‘B.Y.O.B’ for an example).

The safety of the family home is significant inat@n to teenage characters’ sexual
development, allowing them to mature at their owwnep Significantly, though, different
rules apply for male and female teenagers. Seaseof@Beverly Hillsoffers a particularly
useful example here through the different sexupkarnces of the series’ twin
protagonists, Brenda and Brandon WafsBrandon loses his virginity in his bedroom to a
non-recurring character in the fourth episode effttst season, while his parents are in the
house. Although the episode features a scene ichwiis mother expresses her concern,
she makes no attempt to stop him and, notablycdreeern is for the girl rather than her
son. In contrast, Brenda’s sexuality is much maawly policed by her parents. When she
does finally lose her virginity, in the contextafong-term monogamous relationship, she
does so in the more neutral space of a hotel rotthout her parents’ knowledge.

The relationship between the character’s family @@nd their sexuality is

reinforced by characters from unstable or abusavelfes. These characters tend to come

2 In later series, the programme focuses more on the ensemble cast and Brenda leaves.
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from class extremes, either from upper-class (Dyle®everly Hills,Logan inVeronica
Mars) or working-class backgrounds (RyanTine O.C.Rayanne irMy So-Called Lifg

Kim in Freaks and Geek3Jyra inFriday Night Light3. With heightened independence
and less adult supervision, these characters aieteld as highly sexually experienced.
Having said that, the timelines actually reveat,tbdaspite frequent verbal allusions to
their heightened sexual experience, these chasastetual encounters are rarely depicted
onscreen. Notably, as | discuss in Chapter 8, itisBrseries, regardless of class and
family background, teenage characters are portrageduch more independent than their
US counterparts. As such, they regularly masturbateave sex in their bedrooms while
their parents are in the house. Further, Britisteseare subject to much looser censorship
laws than their US counterparts and, thus, thesgaseepresentations are much more
explicit. In both British and US series, therelsaa link between teenage characters’
family backgrounds and sexual violence. In thetmldMy So-Called LifeRayanne is
sexually assaulted in a carpark and it is suggehtedne of the causes of this is her
mother’s neglect (see Chapter 5). Female victimseatial violence - Effy ilskins,Sugar

in Sugar RushTyra inFriday Night Lights- tend to come from dysfunctional homes with
little parental support and this heightened seiddpendence is often framed as an
indirect cause of this abuse.

Despite these connections between family backgmand teenage sexuality, the
home is rarely the site for sexual violence. Indt¢laese narratives tend to take place in
deserted, unfamiliar, often outdoors, settingsgtitnsuch as hotel rooftop&¢ssip Girl,
Veronica Mar$, beachesThe O.C), car parksKriday Night Lights, My So-Called Lifer
unfamiliar house-partie§/eronica Mars, One Tree HjllThis makes it all the more
dramatic and poignant in the rare cases when selahcedoestake place in the home.
One Tree HillandBuffyboth feature attempted rapes that take place ihahee (I discuss
these storylines further in Chapters 6 and 7, smdy). In both cases, however, this
familiar setting is rendered strange by the usenoSual camerawork and editing
techniques.

In contemporary series, with the widespread ughefnternet and mobile
technology, storylines of sexual violence can talleee in the family home (usually the
teenager’s bedroom) in ways that they rarely ditkén series from the 19984n One
Tree Hill, Peyton is stalked online by a male teenager pretgrid be her half-brother (see

Chapter 6). This example indicates the increasiagibg of boundaries between private

% The key exception here is a narrative from season seven of Beverly Hills, which aired in 1997, in
which central female, Donna, receives obscene phone calls at her apartment (715 ‘Phantom of
C.U.).
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and public. Yet, notably, Peyton comes from a dysfional family and largely lives alone
as her father works on oil rigs. As such, the sgnof the middle-class family home
remains untroubled.

A final recurring generic setting is the space \ehteenage characters meet to
socialise. These can be spaces that are part@dlypted by adults, such as cafes and
diners, or exclusively teenage spaces such aschigpst Cafes and diners are portrayed as
safe, friendly spaces where teenagers meet topgasdi occasionally, to seek adult advice
on problems from an owner or employee (NaBaverly Hillsor Karen inOne Tree Hil).
Nightclubs are much more edgy, dangerous settindsteeir appeal to a youthful
generation is particularly pronounced, often byuke of live musicThe O.C., Buffjand
One Tree Hillall prominently feature clubs in which contempordiye, predominantly
indie bands play. The Bronze Buffyis often over-run by vampires, while even in non-
supernatural series likehe O.C.the nightclub is the site of a shooting (224 ‘Theably
Beloved’). That said, again sexual violence narestirarely occur in this space. These
social spaces are public, crowded settings anidstased before, sexual violence tends to
occur in deserted areas with the editing heightgttie spatial distance between the victim
and her friendd. When sexual violence does occur in one of thesialssettings, it either
occurs after hours when customers have gone hometside. For example, Bmallville
Lana is attacked in the local café while she iparmg to lock up and go home (219
‘Precipice’), and Cassie iHexis sexually assaulted outside the local club (Filbt’).

The genre’s use of limited geographical space,diocupredominantly on the three
main settings of the school/university, family hoarel social space, is important for
establishing a stable community of characters whetrand interact regularly. Teen
dramas are also often set in relatively small toamsuburban neighbourhoods (see
Dawson’s Creek, One Tree Hill, Buffy, SmallvilleexdFriday Night Lights heightening
opportunities for this interactio@mallvilleandFriday Night Lightsboth feature events
that gather the whole town together. The signifieaaf these settings is reflected in the
title of series such @ne Tree Hill, Dawson’s CreedlndSmallville* Further, these
spaces, particularly the high school, social sgtind teenager’'s bedroom, operate to mark

this community as distinctly youthful. While aduéise often prominent in these series,

1 A notable exception is homophobic abuse narratives, which as | discuss in Chapter 6, take place
in crowded school corridors.

%2 Even those series that take place in large cities, such as Gossip Girl and Beverly Hills, still focus
on a relatively static group of friends and fairly limited geographical spaces. Beverly Hills, for
example, uses establishing shots of famous locales in the city, but the teenagers tend to be
depicted in the same small number of interior locations.
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they inhabit different spaces. In the following ts&e | will focus on the teen community in

more detail.

Characters and Relationships

This emphasis on a fixed group of characters isin@ue to teen drama series, but
extends to other fictional television narratives. td/hat sets teen dramas apart, however,
is that this is a community based generationrather than locatioNeighbours,

Desperate HousewivéABC, 2004 -)) or family Brothers and Sistef@ABC, 2006- )). As
teen drama series deal with teenage charactedigr&ransition from childhood to
adulthood, characterisation and, specifically, abtar development are key themes. This
is reflected in programme titles, many of whichetdkeir name from central characters or
character types (sé@awson’s Creek, Veronica Mars, Buffy, Sugar Rusbaks and
Geek$. As Thompson observes, ‘In soap operas and longing series, we can see
characters age and develop both physically anctialy in a way that even Wagner's
longest operas or Dickens’ most extended novelsdadlow’ (1996: 32). Although
Thompson is making an argument here for qualigvision, his observation is particularly
apt to apply to teen drama series. In these pragesnthe aging and development of
characters is even more pronounced because this igecentrally concerned with the
transitional period between childhood and adulthdondhe case of series that feature
embodied teenage actors, the viewer is able tthesephysicallyage onscreen.

As teen drama series focus on a youthful commuootynd by their generation,
unlike the soap opera, there is little diversitygnms of age. Series feature a core
ensemble group of teenagers, often consisting afdimidual protagonist and their
friends, as well as their classmates. Particuleoeles may feature other students from
their school or local teenagers, yet the narraisgally remains firmly fixed on the core
group, who comprise a relatively closed unit. Eireseries which progress from high
school to university as the teenage characterstiaigezentral group tends to remain static
with the departure and/or addition of only oneveo hew recurring characters. This group
also tends to lack diversity in terms of race. &etsually have an individual protagonist
who is white, heterosexual and middle-class. THg exception across the fourteen series
that | examine iSugar Rushwhich is fronted by a white, middle-class lesbidmexplore
the reasons for this in Chapter 8).

As Geraghty notes in relation to the soap opertly avlarge number of characters,
characteristation must be swift and sharp (198L:\Wile teen dramas have fewer

characters than soaps, the need for swift charsaten is equally vital. Because these
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characters are all the same age (and usually lzéssaime ethnicity and race) and face the
same types of difficulties in their transition tuéthood, programmes need to be able to
differentiate between them quickly. To do this,graoammes often draw on broad
stereotypes such as the geek, the cheerleadgocthand the rebel. Notably, these are US
constructs. British series do not feature cheedesadnd jocks. However, they do feature
characters that function in broadly similar waystsas the popular one (Michelle and
Tony in Sking, the studious one (CassieHiex Jal inSking and the rebel (Sugar Bugar
Rush Thelma inHeX).

In her analysis of British soap operas, Geraghtyigs the narrative function of
characters together in three mains ways: the iddated type; the serial type and the
holder of position (1981: 19). These categoriesnatenutually exclusive and overlap in
significant ways. The individuated type is markgdraits that are uniquely their own,
giving a sense that the programme offers a rictetyaof characters. In relation to the teen
drama series, an example could be Cassie’s koakin&kinsor Chuck’s arrogance in
Gossip Girl.The serial type relies on intertextuality betweesrmbers of the same genre
for its meaning. For example, the geek is defiredhy, diegetically unpopular, studious,
socially inept, (sexually) immature and often uhfasable. This type is recognisable in
Mouth in early seasons Qine Tree Hill Willow in early seasons @uffyand Brian inMy
So-Called LifeOther characters are defined against this typeekample, irMy So-
Called LifeJordan is the antithesis to Brian: he is relayivanfident, sexually
experienced, popular, struggles academically afaklsonable.

The third way that Geraghty groups characters igletion to their status position
or social role, for example, their profession, nadstatus, age or sex. This category
applies less to the teen drama series than thesptein these series, all of the teenage
characters are the same age, start out as unmamntedsually have no profession. This
means that almost all narratives are availablénbost all characters, centring around
general problems in relationships whether friengishiomantic or familial. Variety to
these plots is enabled by using different characnese general plots are mixed with
specific plots that are more rigid in their usebéracters. For example, narratives
involving the music industry i@ne Tree Hillare limited to Haley, Peyton and/or Mia.
Each episode typically features two or three ine&wving storylines that involve different
members of the central group, blending seriousndti narratives with those that are
more comic and offering multiple points of iderddtion. As such, the narrative
importance of protagonists should not be over-egtithOne Tree Hillcontinues even

after the departure of its original protagonistcas.
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This decentring of identification is rarely recoggul in feminist television
scholarship of teen drama series, which tendsdosfon young female viewers and
presumes that they identify only with the heroihéemale-fronted texts. This work
typically looks at the heroine in isolation, foaugion her individual character traits and,
thus, it is ill-suited to say anything broader atisaues of genre or gender relations. In
contrast, a structuralist approach emphasisesiegand textual relations, arguing that
every element derives its meaning from its relaiop to other categories in the same
system (Seiter, 1992: 50).

Thus, in this section | want to move way from fdogson the specifics of who
characters are as individuals to think more gelyeaald generically about what these
social roles are, what thelp. For this reason, | turn to Propp’s (1928/1968) ysialof
Russian folktales. In the previous chapter, | aetli Propp’s argument that these folktales
follow identical narrative structures. However, plsalso looked at characters in these

tales, mapping the dominant, recurring charactesracross this genre (1928/68: 79-80):

Character Role Sphere of Action

1. Villain Villainy, fighting, action

2. Donor (provider) Giving magical agent or helpe

3. Helper Moves the hero, makes good a lack,

rescues from pursuit, solves difficult

tasks, transforms the hero

4. The princess and her father A sought-for perassigns difficult
tasks, brands, exposes, recognises,

punishes
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5. The dispatcher Sends hero on quest/mission

6. The hero (seeker or victim) Departs on seaedsts to donor,

attempts difficult tasks, marriage

7. The false hero Unfounded claims to hero’s spbé

action

It may seem at first glance that these roles htild felevance to the teen drama
series - there is no obvious ‘princess’ in thesesteHowever, when looked at more
closely, the roles do begin to make sense. ToBaKfyas an example, the villains are
most obviously the vampires and demons that stmsfigach week, including recurring
vampire, Spike. The donor is Buffy’s calling asygla- her special powers that render her
abnormally physically strong. The helper role issmmmmonly performed by her best
friends, Willow and Xander, her initial love intsteAngel and her Watcher, Giles, each of
whom play significant roles in helping her defeat Hemon foes. The princess in this case
could refer to the victim of the demons — this rodelld be occupied by Buffy, her friends,
Giles, Spike, Angel or any number of short-termrahters. The dispatcher is most
commonly Giles. The hero (or heroine, in this cas@most always Buffy, although it
could also be her friends in particular episodé® fhlse hero could refer to Faith, another
slayer who is envious of Buffy’s life and power.

Yet, as Fiske notes, ‘different individual charastmay perform the function (or
character role) of villain at different times iretekame narrative’ (1987: 137). Thus, in
Buffy, sometimes her friends assume the role of vi(lagually while under a spell). The
finale of season six offers a particularly strikiewample when Willow, possessed by
magic and grief at her girlfriend’s death, almosstioys the world. Similarly, in later
seasons, the vampire, Spike, assumes the helpgmand hero roles at various points.
Notably, there are differing degrees of emphasik @ach role. IBuffy,the villain may be
a life-threatening demon, witch or vampire, butearly seasons, it may also be Cordelia, a
catty cheerleader who later assumes the role tfrviend helper. In this case, Cordelia’s

villainy functions mainly as comic relief, creatiagspace for witty, verbal sparring
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between her and Buffy. One of the failures of thle model emphasis of much teen and
feminist television scholarship is that it is uretd account for these ambiguities. Buffy is
often praised for her independence and strengttihgeaigidity of the analysis is often
unable to accommodate character complexity. Shelreagdependent, but she also often
assumes the role of victim, needing to be savekebyriends, lovers or Giles.

As a supernatural series with an obvious heroimkevastim-to-be-saved each week
as well as a strong presence of maBigffy arguably conforms more easily to Propp’s
character roles than a series sucbawson’s Creelor Friday Night Lightsindeed, as
aforementioned in Chapter 3, when testing Proppiesire for himself, Fiske uses an
episode of another supernatural seisagnic Womanand notes a neat fit (1987: 137-8).
However, these broad roles can be applied acresgethre more widely. The donor,
dispatcher and false hero roles are harder tolesdrut all series tend to have characters
that occupy villain, helper, victim and/or herogslat one point or another. The villain is
most commonly a diegetically popular character Wwhllies the protagonist and their
friends, or a cruel teacher who picks on their shisl in class. The helper role is occupied
by the protagonist and their friends, parents and Interest. The ‘princess’ or victim role
may be occupied by any of the characters who lpastdem in that particular episode or
narrative. The hero/ine is usually the protagomist,can also be their friends, love interest
or parents. In the case of sexual violence nagsatspecifically, the villain is typically a
short-term male character who often remains nammeled has little back story. The victim
role is commonly occupied by a central female ott@rawho can be the heroine or her
friend. The helper tends to be the victim’s fenfakends or love interest and the hero is
usually the victim’s lover or else potential lovedrest. | discuss this further in the
following analysis chapters.

Again, it is important to note that these rolesfanel. Some of the most poignant
moments in series come when a character acts dg¢iofcharacter role or type. In an
episode ofreaks and Geekd04 ‘Kim Kelly Is My Friend’), protagonist Lindgagoes to
her classmate, Kim’s, house for dinner. Up uni# foint, Kim has occupied the role of
villain, mocking Lindsay and bullying her youngeaother, Sam. An insight into her
neglectful and abusive family life, however, rersd&rm more complex and she moves
beyond the villain role to occupy the roles of leglpnd victim. As Geraghty notes, albeit
in relation to the soap opera, ‘Such moments ae# but offer the regular viewer a
different facet to a familiar character which candsawn on in future episodes’ (1981: 16).

In teen drama series, there are a range of idaliéficharacter types, made
recognizable through their relationships with ottiearacters and the function that

individuals adopt in particular episodes, seried @rross the genre more widely. What is
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particularly striking about teen series is the tre¢afluidity of these character functions,
even at apparent extremes. It is not uncommon feeaage villain to later become a
victim and, in the process, be rendered more symagpiatas is the case with Kim kreaks
and GeeksChuck Bass, a central male charactegassip Gir] provides another apt
example. In the pilot of the series, he sexualaaks two central female characters (see
Chapter 5 for a fuller discussion). Yet, laterhe first season he is rendered sympathetic
when he falls in lové This fluidity is more pronounced in relationteenagecharacters.
Adults can change roles — Julie Cooper, the resiBainess inThe O.C, for example,
shifts from being a callous, self-obsessed goldelido a sensitive and caring mother over
the programme’s four seasons — but this much r&merexample, it©One Tree Hil it is
particularly difficult for Lucas’ father, Dan, toanscend his villain role due to viewers’
knowledge that he murdered his brother, a poptiaracter both diegetically and non-

diegetically, in season three.

Sexual Narratives

While almost all teenage characters are availabslalfnost all romance plots, their
type affects the way that sexual narratives unfohds is illustrated by Byers (1998) in her
insightful analysis of representations of gendef sexuality inMy So-Called LifeHer
article stems from a realist reading of charadteginning with a discussion of the series’
heroine, Angela, as ‘an accurate representatiamefreality of contemporary girlhood’
(2007: 13). However, she then moves on to adoptiataralist approach, mapping
patterns across the series’ representations ofegeddexuality in order to expose and
critique the hegemonic ideology that lies beneatleh the most progressive
programming’ (31). She also pays close attentidmote race and class intersect with these
constructions.

Byers argues that each of the teenage charactths programme, ‘has a sexuality
rooted in a stereotype’ and that ‘these stereotgpestrongly linked to notions of gender-
appropriate sexuality’ (22). She produces an apgendpping these gendered sexualities
in relation to each character (31). The three e¢éfégmale characters assume the roles of
‘innocence’ (Angela, who remains a virgin throughthe series), ‘promiscuity’ (Rayanne,

Angela’s best friend, who is highly sexually expexded) and ‘conformity’ (Sharon,

% Falling in love is often used as a catalyst in television fiction more widely to render villainous
characters more sympathetic. See Paul Robinson’s (Stefan Dennis) transformation upon falling
in love with Rebecca Napier (Jane Hall) in Neighbours or Barney Stinson’s (Neil Patrick Harris)
transformation upon falling in love with Robin (Cobie Smulders) in How | Met Your Mother
(CBS, 2005-).
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Angela’s former best friend who assumes an ‘It'ayok you love him’ attitude towards
sex). The males occupy the roles of ‘traditionaboudinity’ (Jordan, Angela’s on/off love
interest, who is highly sexually experienced), idexce’ (Rickie, Rayanne’s gay best
friend) and ‘immaturity’ (Brian, Angela’s sexualigexperienced neighbour). It is Byers’
contention that, ‘In this construction, the bingositioning of feminine and masculine
sexualities is one wherein the feminine is everdélse powerful, the less sexual, the less
free to choose, the one with the most to lose’.(RB)le sexuality is portrayed as active,
fluid and complex, whereas, ‘the girls can only @® between saying yes and no,
knowing that to say no in this text is to forgo aggand to say yes almost always leads to
loss’ (22).

In her appendix, Byers not only maps each charactekual identity, but also
connects this to other aspects of their charaet@wis, such as their race, ethnicity,
costume and appearance. As such, the identitieshibaascribes to each teenager are so
precise that they are ill-suited to apply to othergrammes. It is also important to note
thatMy So-Called Lifeliffers from other teen series in that it was edled after just one
season. Thus, the teenage characters’ sexualtideraie arguably more fixed than in
longer-running series. Angela does not lose hginitty and, thus, she does not move
beyond the ‘innocent’ role. However, the sexuat¢sahat Byers identifies in relation to
My So-Called Lifeaare relevant to other series. While in longer-fagmprogrammes,
characters are able to transcend individual rofesangeof roles available to them
remains the same. The starting point for most eéfégmale characters is the ‘innocent’,
before they then move on to the ‘conformist’ byegimg heterosexual, monogamous,
romantic relationship¥.Alternatively, female characters may move from the
‘promiscuous’ role to the ‘conformist’.Less commonly, female characters move from the
‘conformist’ to ‘promiscuity’®® Notably, this particular trajectory is not portegyas a
desirable choice, as | will go on to discuss.

The dominance of constructions of gendered setyualreflected by narratives
surrounding characters losing their virginity. Widhw exceptions, if they have not already
lost their virginity before the diegetic world dfe series begins, male characters tend to do

so early on the first seas8@nThese narratives tend to be episodic and, as thete is

% For examples, see Buffy, Joey in Dawson’s Creek, Brenda in Beverly Hills, Blair in Gossip Girl,
Julie in Friday Night Lights, Summer in The O.C.

% See Jen in Dawson’s Creek, Serena in Gossip Girl, Tyra in Friday Night Lights.
%8 See Marissa in season three of The O.C. or Michelle in season two of Skins, for examples.

¥ The key exceptions here are Clark in Smallville and Dawson in Dawson’s Creek, both of whom
lose their virginities in season five (see Appendix B).
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very little emphasis on the lead up to or afternwdttihis sexual encounter. There is no
sense that males need to be emotionally ‘readgate sex. Instead they are portrayed as
ever-ready and willing, regardless of who theirusdpartner is, replicating the dominant
stereotype that male sexuality is natural, unstbjgpand somehow detached from the
male in question. Moreover, it is not uncommondentral male characters to verbally
pressurise their girlfriends into having s&Xhis behaviour is not framed as sexual
violence by these programmes or diegetically byctieracters involved, but rather as an
expression of normative heterosexual relationgmasng with MacKinnon'’s argument
discussed in Chapter 2 that hegemonic constructibhsterosexuality underpin gender
inequality (1982: 185).

The notion of male sexuality as natural is reinéorby the permissive attitude of
parents towards their son having sex. In the pusvgection, | cited the example of
Brandon inBeverly Hillslosing his virginity in his family home. Another @xple that
illustrates this relaxed attitude is offered byegiisode offThe O.C(119 ‘The
Heartbreak’)jn which Seth and his father, Sandy, discuss ttegraith of Seth losing his

virginity and, specifically, Seth’s concerns abbis performance:

SANDY: Just because you're ready to go, it doesn’t nsbenis.

SETH.  I'm always ready to go.

SANDY: [proudly] Well, you're my son. We Cohens arewsexual beings.
SETH.  Oh my god.

SANDY: Virile! Get used to it.

SETH.  [mutters] This is disgusting. Foreplay, huh?

SANDY: I'm telling you. The appetiser is as good asrtian course.

SETH.  Oh, just swallowed a little bit of throw W)¥ow. I'm going to

pretend we never had this convarsabut...thanks dad.

% For examples of pressurised sexuality, see the relationships of Jordan and Angela in My So-
Called Life, Dylan and Brenda in season one of Beverly Hills and Nathan and Haley in season
one of One Tree Hill.
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Notably, this conversation is framed as a comediment in the serie$.Sandy is
portrayed as unconcerned and proud of his sonyimgpthat, for a male, losing their
virginity is a natural rite of passage.

It is also significant here that Seth’s talk witls father emphasises tpeactical
aspects of sexual performance. In contrast, fetealeagers frequently emphasise the
more emotional aspects of sex, such as concerng bbmg fully psychologically ready to
lose their virginity, their fear of seeming sexyathmature to the male in question and
their worries about becoming pregnant. Great emplisplaced on the importance of
being ‘ready’ for sex, choosing the right partreornieone who will respect them) and
having sex for the right reasons. If these conadgiare not met, it is suggested that it will
be psychologically damaging and certainly not pleaisle, reinforcing Byers’ argument
about the ‘innocence’ of female teenage charaetedssuggesting that their sexual
vulnerability is a central theme in these programsunidis gendered distinction is reflected
in the different narrative weights that are plaoadnale and female characters losing their
virginity. In Beverly Hills Brandon’s loss-of-virginity narrative is relegat® one episode.
By contrast, his twin sister, Brenda, only loses\vigginity after much soul-searching and
several conversations with her female friends, tvisigan multiple episodes.

Even when all these conditions are met, femaleatiiars often face negative
consequences for engaging in sexual activity. Aerinew with the creators @everly
Hills illustrates this gendered bias (Itzkoff, 2008). negramme’s writer and creator,
Darren Star, discusses the pressure he came undetHe Fox network affiliates for
presenting Brenda’s loss of virginity to her bogfrd, Dylan, in a positive light. He
explains, ‘The affiliates were scandalised- notause they had sex, but because Brenda
was happy about it, and it didn’t have any diressmjuences’ (ltzkoff, 2008). As a result,
Star was strongly advised to write an episodewlmatid address these consequences.
Indicating the narrative weight placed on thesesypf narratives, Brenda faces a
pregnancy scare in the season one finale and sosé®0, the couple breaks up. It would
wrong to assume that these storylines are alwatgiiterest of educating teenage
viewers about the perils of sex as they could dgjsalve to enhance dramatic tension by
creating cliffhangers which often occur at seasoalés. Yet, it is interesting that these
narrative questions centre very much around thalecharacter and frames pregnancy as
her problem, replicating the traditional notiontthaterosexual intercourse is a woman’s
responsibility and perpetuating the stereotype atensexuality as something that men

cannot control. This is illustrated aptly by ansepie ofDawson’s Creekin which Joey

¥ It is labelled on Youtube as ‘The O.C. Funny : Seth and Sandy Cohen Have “THE TALK™. See
http://www.youtube.com/watch?v=iAZbZJES5FQY [accessed 10 Feb 2010].
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fears she may be pregnant by her boyfriend, PakEy ‘Late’). Unusually for the series as
a whole, Pacey is almost entirely absent fromehisode, which focuses instead on Joey’s
reaction throughout. Again, this resonates withiByargument that female teenagers face
much more negative repercussions from engagingxna activity than males.

This notion of females as having more to losefiecéed by narratives concerning
teenage characters’ sexual reputations. In thesgises females face much more
negative consequences from sexual rumours tharsnfaeepisode frorWeronica Mars
(108 ‘Like a Virgin’) offers an example of the geardd double standard surrounding
teenage sexuality. In this episode, a purity ®sirculated around the high school; the
lower the teenager’s score, the less ‘pure’, orens@xually experienced, they are. In the
case of Veronica’s friend, Meg, the results of test are falsified and then published
online. As a result of her low score, she facebaldnarassment from her classmates and is
ostracised by her friends. In contrast, when msdese low on the test, it is a source of
pride and garners them a higher social standing.

The gendered differences surrounding the repretsemtaf teenage sexuality
extends to other sexual narratives including ogatrstands and infidelity. When female
characters engage in one night stands, it raredyrhach to do with active desire. Rather,
these encounters occur because she is drunk, unHapply or tricked into thinking the
sex could lead to something mdtéhe emotional aftermath of this experience tends t
transcend the episode in which the sexual encotaites place. While the negative
aftermaths of these sexual narratives could beafigrattributed to the moralising aims of
many teen drama series, it is significant to nb& male teenage characters tend to have
much more positive experiences of one night staRdfecting the greater degree of
sexual freedom afforded to males by patriarchales$pcone night stands involving male
teenage characters are not much of a story. Timelyttebe depicted with far less negative
consequences and largely take place because vé atiale sexual desire which is
presented as uncontrollable and in need of refédses gendered inequality between
representations of casual sex, which is embeddt#winarrative organisation and
characterisation, indicates a difficulty and retundie to depict female sexual desire as
active and potentially pleasurable.

Narratives about sexual infidelity overlap consadtdy with those about one night
stands. Males face less negative consequencesttenheat on a partner and tend to be

forgiven more quickly. For example, My So-Called LifeJordan cheats on Angela with

9 For examples, see Dawson’s Creek episode 207 ‘The All-Nighter’ and Buffy episode 403 ‘The
Harsh Light of Day’.

*I For an example, see Skins episode 206 ‘Tony'.
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her best friend, Rayanne, and is forgiven relagigglickly. As Byers explains, the
assumption here is that ‘male heterosexuality, éwvesponsible male heterosexuality, is
perfectly acceptable at any age’ (2007: 23- 4)cBytrast, females who cheat face much
more serious repercussions as indicated by tleedtfithFriday Night Lightsepisode, ‘It's
Different For Girls’, dealing with infidelity. Lylathe girl who has cheated on her
boyfriend, is ostracised by her female peers acedaxtensive verbal bullying. In
contrast, the boy she has cheated with (her boyfigebest friend) remains relatively
unscathed. It seems that, regardless of who ig@haionship and who has actually
cheated, it is overwhelmingly the girl who is blainagain reflecting the dominant societal
belief that females have more control over thewusédesire and urges than males and are,
therefore, held more responsible for their actions.

British teen drama series appear to be much mioeeali about representations of
teenage sex as illustrated by the types of sexarghtives that occur in British as
compared to US family homes. Teenage charactees mawny more sexual partners and as
seasons are typically half the length of US seggbrese sexual narratives are highly
concentrated (see Appendix B). However, the typeslationships depicted and the way
that these narratives are framed tend to be sitalB¥S programmes. Teenage friendships
and romantic relationships are emphasised and keroaunters that take place within the
context of monogamous rather than casual relatipagbnd to be prioritised in both US
and British programmes. Ev&kinswhich purports to eschew all sense of morality,
featuring teenage characters drinking alcohol akihg recreational drugs without
negative consequences, is conservative when it stonepresentations of sexual
relationships. | explore this further in Chapter 8.

While there are some differences between how ceseiual storylines are
depicted in US and British series, gendered seregualities transcend national context.
In US programmes, if a pregnancy scare turns obéteeal, then the female teenager tends
to have the baby. The issue of abortion may be eefly entertained, but it is rarely
seriously considered. In contrast, pregnant fergragers in British programmes are
much more likely to have abortioffsYet, while the aftermath of pregnancy is treated
differently, in both US and British series pregnaigcframed as an especially female
concern. Whether the female in question has artiahar has the baby, there is a strong
sense that teenage males cannot be relied onaioseipport. Instead, it is to female friends

that the pregnant teenager turns to help her tihrthg often traumatic situation.

2 See Jal in season two of Skins and Cassie in season one of Hex.
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The gendered construction of sexualities identibgdyers in relation tdly So-
Called Lifelargely holds true for representations of teersmaialities across the genre
more widely. In these constructions, male sexuaifyortrayed as more fluid, open,
powerful and active than female sexuality, whialdieto be depicted as devoid of sexual
desire. This patterning is reinforced by the gend®minant sexual narratives, in which
female characters face much more negative consegsiéor engaging in sexual activity
than males. These gendered distinctions will henfortant ramifications for depictions of

sexual violence, as | will explore in the followiagalysis chapters.

Conclusion

The purpose of this chapter has been to establisbaal generic and sexual context
into which | will situate my subsequent analysiapters. | have discussed teen drama
series in relation to television series more widallgile also taking into account their
specifically ‘teen’ elements. Outlining the formmarrative strategies of teen drama series
in relation to their organisation of time and spaxewell as highlighting the character
roles, relationships and sexual narratives thatgbinre privileges, enables me to discern
how genre and medium specificity intersect withusgxiolence narratives in the
following chapters.

Structural analysis of representations of teenagaaity across the genre reveals
significant differences in how male and female sdixies are portrayed. This, in turn, will
have important implications for the portrayal oksal violence. Heterosexual male
sexuality is dominantly portrayed as an inevitgidet of growing up, associated with
freedom, choice and agency. This depiction of realaiality as uncontrollable suggests
that in some ways male teenagers are sexuallyyeass reflected in sociological work on
teenage sexuality which conceives of a direct canskeffect relationship between the
sexual content that males watch on television avd they subsequently behave. By
presenting sexuality as out-with the male teenagmhtrol, all sense of culpability for
their actions is removed which will, in turn, haserious ramifications for the genre’s
depictions of sexual violence. This representatiparates to obscure the relationship
between constructions of gendered sexuality andepavereby allowing questions about
how these constructions contribute to sexual vitéeio disappear.

In contrast to the genre’s representation of madeality as uncontrollable, female
teenage characters are, paradoxically, depictedragtaneously sexually passive and
active. On the one hand, the genre displays ategloe to depict active female sexual

desire out-with the context of monogamous, romanefi@tionships. On the other hand, in
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both US and British programmes, female teenageackens are held much more
accountable for their sexual actions than malagyesting that they are more active. If a
female character is perceived as more sexuallyresple than a male, this also
potentially has serious consequences for depictibsexual violence. In the following
chapters, | will explore this relationship betweke genre’s depictions of gendered
teenage sexuality and sexual violence furthertistawith an analysis of episodic sexual

violence narratives in US programmes.
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Chapter 5
Personal Problems and Women'’s Issues: Episodic

sexual violence narratives in US teen drama series

Introduction

The narrative timelines discussed in Chapter 3akthat the most common form
of sexual violence storyline in US teen drama seagdhe self-contained episode. In these
narratives, the sexual violence storyline is introetl, explored and ‘resolved’ all within
the episode’s timeslot, without extending into |dueent instalments. It is these episodic
narratives that this chapter is concerned withsm#ring the kinds of stories about sexual
violence that emerge (or not) within this contédd.| discuss in Chapter 2, episodic
narratives that deal with social issues (such asae/iolence) have been widely derided
by teen television scholars for failing to dealtwigsues in sufficient complexity. This
argument in often employed in the service of eliegatexts that avoid this format (see
Wilcox, 1999; Bavidge, 2004; Bolte, 2008; Braithteai2008 for examples), yet there
remains little work that looks at these social ésspisodes in any detéil.

Where episodic ‘problem-of-the-week’ narrativesd@een discussed is in relation
to televisual depictions of sexual violence (Cukla2000; Projansky, 2001; Moorti, 2002).
However, this work has tended to look at episodesrded from series’ and generic
frameworks and, further, the teen drama seriesdraained under-explored. In this
chapter | develop upon this work, situating episaixual violence narratives in relation
to their wider series’ and generic contexts. Tloistextualisation acts as a starting point
for a deeper analysis of how sexual violence femstinarratively and ideologically in
these storylines. | will begin by outlining thedings of my timeline research, considering
where these episodes are positioned within brosetégs’ structures, before moving on to
explore representational and narrative patternssadhese storylines. The chapter then
examines how sexual violence functions narratieglgt ideologically across these
narratives. From this research, four main narrétivmetions of sexual violence can be
discerned (see Appendix C). Sexual violence is & a social issue, operates as a
warning about the vulnerability of (female) youdls, a catalyst for romance and/or as a

mystery to be solved. These categories are notattytexclusive and overlaps are

43 Lesley Henderson’s (2007) study of the representation of social issues in television soap operas
is an exception here, but she focuses on serial rather than episodic storylines.
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common. | will explore each of these functionsumt considering their dominant

narrative structure and how sexual violence isatediand framed, using specific episodes
from Beverly Hills, My So-Called Life, One Tree Hilhd Smallvilleto illustrate these
patterns in more depth. By choosing episodes tieagaread over more than a decade,
from 1991 to 2005, it allows me also to discernadlepments across the genre over time. |
then explore the broader ideological patterns uyitkgy these episodes before offering

some conclusions.

Structural, Narrative and Representational Patterns

Striking patterns emerge from the timeline reseandtich indicate the value of
contextualising representations of sexual violéndadividual programmes within
broader series’ and generic structures. Thereocarg dne of these episodic sexual
violence narratives in total, spread across eighbbthe eleven US programmes that |
examinedFreaks and Geeks, Dawson’s CregldFriday Night Lightsdid not contain
any. (I discuss possible reasons for this in ChieeAs Chapter 3 also indicates, these
episodes tend to occur in earlier seasons of sangsre featured most prominently in
Buffyand Smallville suggesting a particular affinity between supemstseries and
representations of sexual violence, as | shallgtoaliscuss later in this chapter.

Using the broad patterns uncovered through thelitimeesearch as a starting
point, my subsequent textual analysis reveals éunlatterns across these episodes in
relation to the types of sexual violence depictendy they are represented and how they

function narratively (Table 5.1).
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Type of Victim Victim | Victim Perpetrator] Perpetrator Perpetratof
Sexual Protagonist Central | Marginal | Protagonist Central Marginal
Violence

Attempted F1 F3/M2| F1 M5/ F2
Rape

Dating F3 F4 M6/ F1
Violence

Sexual Assault F2 F5 M3 M2 /F1
Sexually- F2/M1| F1/M2 M3 /F3
Motivated

Murder

Rape F4 M4
Sexual F4 M1 M3
Harassment

Homophobic M1 F1/M2 M2 /F1
Abuse

Stalking F2 M2
Sexualised F1 M1
Blackmail

Forced F1 F1
Prostitution

Table 5.1 Type of sexual violence and role of victi  m/perpetrator in US episodic narratives.

The above table shows the different types of sexiodéénce depicted in episodic
narratives and how many storylines there are foh égpe, beginning with the most
common and ending with the least common. It alspaithe gender of the victim and
perpetrator (F/M) and their respective charactust(protagonist/central/marginal).

As we can see, episodic sexual violence narrafo@ss predominantly on physical
acts of male sexual violence against women; masheonly, attempted rape, dating
violence, sexual assault or, exclusively in theeaatssupernatural series, sexually-
motivated murder. Less commonly, the narrativesi$amn rape, sexual harassment,
homophobic abuse, stalking, sexualised blackmailfarced prostitution. Perpetrators are
typically marginal male characters and victimseiteer central or marginal, usually
female, characters. They are rarely series’ protatgm Of the forty-one narratives, thirty-
two feature males as perpetrators and nine feégurales as perpetrators. (Episodes in
which females commit sexual violence, with few gxt@ms, occur in supernatural series).
Notably, episodic rape storylines always featune-rexurring characters in the roles of
both victim and perpetrator. The prominence ofraftied rather than fully realised rape

indicates the inherent difficulties of sexual resgnetation in a genre which often features
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embodied teenage actors and is watched by a yautigrece. Fully realised rape always
occurs off-screeff!

There are significant differences in the typesexfusl violence portrayed in the
supernatural seridBuffyandSmallvillg as well as their victims and perpetrators. W f
exceptions, these are the only programmes thairkeétlways marginal) female
perpetrators of sexual violence and (central ogimal) male victims?® They are also the
only programmes to feature episodic narrativeslinng sexually-motivated murdeBuffy
is the only programme to feature the series’ pratéj as the victim in three episodic
sexual violence narratives, one involving attempegee and the other two involving
sexual assauft. Smallvilleis the only series to feature the male protag@sigierpetrator
of sexual violence (See episode 613 ‘Crimson’).

Episodic narratives iBuffyandSmallvillepose particular problems when defining
sexual violence. In these supernatural seriesa&aience is often disguised in various
ways. For example, a recurring storylineSimallvilleinvolves monsters or sub-humans
who kill their victims with the ‘kiss of death’ térally sucking the life out of theff.|
have defined the type of sexual violence depiatatiese storylines as ‘sexually-motivated
murder’. Highlighting the sexual nature of thisnee, perpetrators target members of the
opposite sex and the abuse predominantly occursnadating relationships.

Buffyalso features narratives that operate as allegfmiesexual violence, without
explicitly featuring this abuse on screen. For eplemin episode 205 ‘Reptile Boy’, Buffy
lies to her mother and goes to a fraternity paiti @ordelia to meet up with some older
men. There, she has an alcoholic drink that tuatgmbe spiked and passes out in an
empty bedroom. Cordelia’s drink is also spiked ahe too is taken to the bedroom by one
of the men. Neither Buffy nor Cordelia is sexualsaulted — instead they are tied up to be
sacrificed to a giant monster. However, the epidedtures heavy analogies to date rape
and, thus, | have included it in my analysis ofus#wiolence episodes, categorising the
abuse as attempted rape. Notably, | have omittetpira attacks ilBuffyin my analysis of
episodic sexual violence narratives. This is plytlzecause these are so pervasive that to

count each one would detract from broader strucpatierns across the series.

** See Veronica Mars episodes 107 ‘The Girl Next Door’ and 216 ‘The Rapes of Graff'.

*5 See Veronica Mars episodes 214 ‘Versatile Toppings’ and 311 ‘Poughkeepsie, Tramps and
Thieves’ in which the perpetrator of sexual violence is a non-recurring female. See also My So-
Called Life episode 115 ‘So-Called Angels’ in which central homosexual male teen, Rickie, is
the victim of homophobic abuse.

“° See episodes 106 ‘The Pack’, 205 ‘Reptile Boy' and 220 ‘Go Fish'.

47 Examples include episodes 105 ‘Cool’, 206 ‘Redux’, 403 ‘Facade’. Buffy also features a ‘kiss of
death’ episode (204 ‘Inca Mummy Girl’).
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Additionally, while these attacks are sexualisa@mpires are figures that traditionally
connote sexual threat — they are rarely expliGgéyual. Vampires frequently physically
attack Buffy and her friends but this violenceasety sexual. (I discuss the few exceptions
to this rule in Chapter 7).

A further issue arises when defining sexual vioeemBuffyandSmallville Both
programmes feature several narratives in whichathars commit sexually violent acts
while they are possessed by a demon spirit or nmgdistance. With one exception, these
storylines account for all narratives in the tablevhich central teenage characters are
perpetrators of sexual violeneThese episodes raise important questions about the
perpetrator’s culpability. For example, as discdsseChapter 2Buffyfeatures an episode
(106 ‘The Pack’) in which Xander is possessed leysghirit of a hyena and goes on to
sexually assault Buffy. His possession renderstigability questionable. However,
despite this ambiguity, | have included storylimesvhich characters commit sexually
violent acts while possessed in my analysis ofagliissexual violence narratives as the
programmes, themselves, often leave it open asaictly how under-the-spell the
character was (I will discuss this in more detaitelation to an episode 8mallville(417
‘Onyx’) later in this chapter). Notably, | have rintluded all possession narratives here.
Both SmallvilleandBuffyfeature storylines in which teenage (usually madg-recurring)
characters use magic powers to manipulate membéns opposite sex into dating thém.
Although these narratives involve a lack of infochuwnsent, thereby rendering the
relationship abusive, at the same time, they featorexplicit representations of sexual
violence on screen and the victim experiences ao f&s such, | have not included them in
my analysis of episodic sexual violence narratives.

Regardless of the programme’s generic hybridityyglanoments of sexual
violence last only a few seconds before the viifo'sually female) friends intervene. For
example, the prominence aftemptedape means that very little is depicted before it
interrupted. The sexual nature of these attaclesgely implied through a forcible kiss and
their positioning following a flirtatious exchanbetween members of the opposite sex,
while the violent aspect of these moments is ppetleby a quick physical struggle and the
victim’'s audible protests. Dramatic tension is Iégmed by ominous non-diegetic music,
rapid editing, tight close ups and shadowy lightwwgich make it difficult to discern what
exactly is happening on-screen. As Chapter 4 ad|ithese sexual attacks take place in

unfamiliar, isolated settings at night — eithepatties at peers’ houses or at the local

8 The exception is the pilot episode of Gossip Girl, which | talk about in more detail later in this
chapter.

* For examples, see Smallville episode 404 ‘Devoted’ or Buffy episode 706 ‘Him’.
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college Beverly Hills, Buffy, Veronica Mars, One Tree Hilhe O.C) or in outdoor
spaces (a car park My So-Called Lifg thereby heightening the narrative drama by
departing from the series’ familiar locations.

By adopting this particular aesthetic style whepresenting moments of physical
sexual violence - a style that remains fairly cetesit across the eighteen year period of
my analysis - this abuse occupies a fleeting spaegcreen. Yet, these actual moments are
not the only aspect of this violence that teen draeries evade. As | shall go onto argue,
sexual violence is rarely dealt with as a form efdered abuse in these programmes and

is, instead, used to highlight other issues.

Narrative Functions

Problem-of-the-week: sexual violence as a social is  sue

Social issue or ‘very special’ episodes are largpbcific to the early 1990s and in
particular, toBeverly Hills,which many scholars cite as one of the earliesthgias of a
teen drama series (Moseley 2001; Dickinson 260Zhese episodes tackle a topic of
social significance, such as alcoholism or sexi@éwce, through the experience of a
central teenage character in order to bring ih&odttention of a wider teenage audience.
Notably, they are the only episodes to frame sexiaéénceassexual violence, rather than
using the abuse to highlight another theme, sueéhramance between characters. These
storylines prioritise the different ideological ppectives on sexual violence of the
ensemble cast, exploring various rape myths thraliggactic dialogue. Unlike the other
narratives discussed in this chapter, social issuglines also emphasise the aftermath of
the experience on the victim, in which they usubdgrn an important moral lesson, ending
on a positive note.

A Beverly Hillsepisode (213 ‘Halloween’) in which central femalaacter, Kelly
is almost raped by a non-recurring male charactariges a useful example here. The
episode aired on Halloween in 1991, thus, fromotiiset it is linked to a once-a-year
holiday, marking it as special and unusual. Theag®’s opening and title further connote
danger by recalling the horror film series. It begatypically, creating a spooky

atmosphere by opening with a lengthy sequenceoskalps of carved, candlelit

% The term ‘very special’ emerged in the early 1990s as a marketing device to warn viewers of
episodes that dealt with potentially controversial subject matter. It is widely attributed to the US
teen sitcom Blossom (NBC, 1991-1995).
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Halloween pumpkins accompanied by wailing eleatdar, faint human screams and
animalistic howls.

Before the attempted rape takes place, the nagratiyphasises Kelly’s appearance
and actions. Several of her friends express cormeérnher revealing choice of Halloween
costume and she is framed as a sexual object thithegcamerawork. As she enters the
party, the camera slowly pans up her body befotinguto crowds of leering teenage
boys. Three-quarters of the way through the episiddlty and an older male that she has
been flirting with go upstairs to an empty bedrowonalk (Figure 5.1). Once there the tone

shifts abruptly from romance to explicit danger.

Figure 5.1 Kelly’s Halloween costume in ~ Beverly Hills 90210 (213 ‘Halloween’)

Atypically for a scene of sexual violence, in apgé of narrative form, the room is
brightly lit yet it is a cool light which, far frorpromoting a warm atmosphere, creates an
unsettling environment which is heightened by thiamiliar setting. As the man caresses
Kelly’s cheek, sinister non-diegetic strings risgitch and volume, indicating imminent
threat. A sudden non-diegetic drum beat adds fotkineatening atmosphere as he roughly
pushes her onto the bed. Throughout the scenenm&ims visually dominant, obscuring
Kelly almost completely as he lies on top of hed amershadowing her in facial close ups
as he tries to kiss her. These forcible kisses nsodee the sexual nature of the attack,
which is further indicated by his frequent verbsg@amptions about Kelly’s sexual history.
Her cries of ‘get off!” are audible throughout d& struggles against him and fleeting
glimpses of her facial expression highlight henpaid fear. This attempted rape occupies
just twenty-five seconds screen-time, before Ksll¢gmale friends interrupt and she
escapes. The friends then call for help from thredte friends, Dylan and Steve, who

forcibly remove the perpetrator from the party.



111

What distinguishes social issue episodes from ahisodic sexual violence
narratives is what happens next. As | go on tousisén the following sections, episodic
sexual violence narratives rarely dwell on therafggh of the attack on the victim. In
contrast, in ‘Halloween’ Kelly’s attempted rapdaiowed by a lengthy discussion
between her and her female friends that directplaes rape myths, such as victim-
blaming. However, echoing the findings of Moortd(2), Cuklanz (2000) and Projansky
(2001), albeit in a different context, this conwisn does not promote a shared identity
between these women based on the prevalence oéigehdppression. Each female is
framed in close up alone and the content of the@esh is not mutually reinforcing. For
example, when Kelly blames her revealing dresgpfompting the attempted rape, her
female friends concur that her outfit was ‘a liti® much’. Instead, as the following
extract demonstrates, it is Dylan that interrupis @hallenges these myths, arguing that:

| want you to know that, as a guy, it doesn’t nrati@wv much of a magnet a
girl turns on, a guy always has the choice of nakimg her do something she
doesn’t want to do.

Dylan’s authority is highlighted by his framing atiek editing: he stands as he delivers his
speech, which is interspersed with shots of theeddamale characters listening
supportively. The tendency of central male charadie espouse the most feminist
sentiments on sexual violence, in contrast to tiieaninist opinions expressed by female
characters, again reflects the findings of schbigren televisual depictions of sexual
violence more broadly (Cuklanz, 2000; ProjanskydZZMoorti, 2002).

Ultimately, although this episode prioritises mpiki perspectives on sexual
violence, as Moorti explains, ‘the closure thatmdorced on the text draws our attention
toward a particularized understanding of rape, avirirginalizing other interpretations’
(2002: 116). As issue-of-the-week episodeBeawerly Hillstypically end with the
character that has experienced the problem leaenlagson, there is a strong implication
that Kelly has learnt to act and dress differetdlpavoid unwanted male attention. In the
final scene she wears a cloak that covers heredmbidy. The narrative emphasis on Kelly,
here, problematically places the onus for changthervictim rather than the perpetrator,
who disappears after Steve punches him. Sexuanadel as a social issue, then, is
something of a misnomer. Instead, it is framedubtoa personal lens, namely Kelly's,
and acts as a didactic warning to (female) viewabraut the perils of attempting to act or
dress older than their age, rather than a warrtwgtathe potential dangers of normative
constructions of gendered sexuality that promotke s@xual dominance and female

sexual submission.
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This emphasis on warning young viewers about timgels of certain behaviours
or activities through the experience of a teendgeacter is by no means unique to sexual
violence storylines iBeverly Hills As producer Aaron Spelling explains, ‘We didnant
to do silly things. We wanted to deal with realiss’ (cited in McKinley, 1997: 24).
Storylines in early episodes feature a centraladgercharacter dealing with a different
problem each week, such as shoplifting (103 ‘E\@ryam Has Its Price’), racism (105
‘One on One’) and a breast cancer scare (1180t a Test’). B.Y.O.B. (111), an
episode in which protagonist, Brandon deals witladdiction to alcohol, warns viewers of
the dangers of underage drinking in a particuladgvy-handed manner. In the space of
three days (and forty minutes screen-time), Brargtes from abhorring alcohol to drink
driving, crashing his car, having his license reagknd spending a night in jail. At the end
of the episode, he is escorted to an Alcoholicd@ymous meeting.

From the mid 1990s onwards there is a shift awamfiraming issues in this
didactic, moralising manner. lllustrating this shifoss WhedorBuffy’s creator, explicitly
stated that there will never be a ‘very spedlffy (Wilcox 1999: 34). Later programmes
self-consciously mock these types of episodesekample, in response to institutional
homophobia iDawson’s Creeka narrative | discuss in the following chaptere of the
central male teenagers wrily remarks, ‘this weekawery special episode of Capeside
High...” (214 ‘To Be Or Not To Be..."). As l illustraten Chapter 2, teen television
scholarship is similarly derisive of issue-led epliss, arguing that they often portray
issues unrealistically by not allowing for suffiotespace to deal with them in any kind of
narrative complexity (Wilcox 1999: 34). Yet, fot #ie obvious problems with these
episodes, it is significant to note that the sosiglies do not have to be disguised to
achieve narrative significance. ‘B.Y.O.B’aboutalcoholism, just as ‘Halloween’ &bout
sexual violence. Dylan’s speech and the discudsetween Kelly and her friends
following her attack, for instance, directly engagéth feminist discourses on this abuse
and the aftermath of the attack on the victim isleved. As the following sections

illustrate, other narrative forms dominate from thiel 1990s onwards.

Lock Up Your Daughters: Sexual violence and the vul  nerability of

(female) youth

The second narrative function of sexual violencthe@se episodic storylines
overlaps with social issue narratives, albeit iess heavy-handed manner, in its emphasis
on warning young viewers about the dangers of iceatgtivities or behaviours. The central

difference between these two types of narrativegist happenafter the sexual violence
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has taken place. While social issue episodes foguke aftermath of the attack on the
victim, the narratives discussed in this sectioiftsmmove way from the victim to address
other themes. As noted in the previous chapteringtability of the liminal stage between
childhood and adulthood is a central theme actosgénre and a number of episodes from
1990 to the present day emphasise the vulnerabfigyputh. This theme is manifested
variously in storylines from early seasons of seabout teenage characters getting drunk
(Beverly Hillg, succumbing to peer pressuosip Gir) or holding parties when their
parents are out of towir(eaks and Geeksln all cases, the teenager learns an important
lesson about trying to grow up too fast when evepixal out of their control.

Yet, as demonstrated by Kelly Beverly Hills this vulnerability is heightened in
relation to youndgemalecharacters. While there are storylines featurimgribgative
consequences for male teenagers in attempting wder than they are, these
consequences are not sexually threatening. For@gaan equivalent storyline in
Dawson’s Creelnvolves Dawson ruining his sixteenth birthday lmyng to a club and
getting drunk, with no sexually threatening ranations (216 ‘Be Careful What You Wish
For’). In contrast, when female characters get kirtims is often followed by them being
sexually assaulted. In these storylines, femaleatgers are sexually attacked by older
males at night in settings that are marked as tasjpdices, such as night clubs or college
parties, after attempting to act and/or dress dium their age. The victim — Kelly in
Beverly Hills Rayanne iMy So-Called LifePeyton inOne Tree Hill- comes from a
dysfunctional family background with little parehsapport and, in turn, enjoys excessive
independence for her young age. Thus, these egismenly act as a warning about
sexual violence, but about other social probleneh st parental neglect. In these
episodes, sexual violence acts as a reminder déthale characters’ age-related
vulnerability. Significantly, this vulnerability iseightened in relation winglefemales,
reinforcing the argument put forward in Chaptehdttin these programmes, sexuality
outside the context of a monogamous, romanticioglship is a dangerous space for young
women. The victim is always single at the timehaf aittack, which occurs after she has
been flirting with the perpetrator.

The 1994 pilot oMy So-Called Lifgorovides an interesting example here. This
opening episode establishes the series’ premisghvidhiconcerned with the changing
nature of the heroine, Angela’s, relationships v parents, friends and classmates as
she matures. In this episode, Angela lies to hegria and goes to an over-21s night club
with her new friends Rayanne and Rickie, changimghe way into a tight, revealing
outfit. After being denied entry to the club, thiehds sit in the car park, drinking alcohol.

It is here that Rayanne is sexually assaulted byldar, male stranger who pushes her
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roughly against a car and kisses her without heseuot. Like the attempted rape scene
discussed in the previous section, the actual mbmemhich Rayanne is sexually
assaulted occupies only ten seconds of screen-Aimapid series of tight close ups
capture her struggle as she tries to fight offrttaa, her teeth gritted and eyes tightly shut,
before Angela intervenes and the man throws Rayantie ground. The scene is all the
more poignant and shocking because this is thetifing that Rayanne appears vulnerable.
Up until this point, she has been self-assuredcacly. The perpetrator disappears when
some police officers arrive although, notably, $i@ot arrested.

lllustrating an overlap with sexual violence-asaaatyst-for-romance storylines,
discussed in the following section, the narrativentdiverts away from the sexual assault
to highlight the theme of budding romance. As Ragaand Angela get into the police car
to be driven home, Jordan, the boy that Angelaahasish on, notices her and calls her
name. This is the first time in the programme tie@has properly acknowledged her and is
marked by upbeat non-diegetic music and Angelaadbismile, as she stares back at him.
This moment between Angela and Jordan divertstaiteaway from the sexual assault
and from Rayanne. lllustrating the shift away freatial issue episodes in the mid 1990s,
there is little emphasis in these types of episatethe emotional aftermath of the assault
on the victim. Indeed, Rayanne suffers from alcehduced amnesia, a common trait of
episodic sexual violence narratives that allowgmmmes to ignore this issue altogether.
The sexual assault does, however, have a profdiect enAngela highlighting to her
the dangers of acting older than her age. Furihacts as a warning about the
consequences of parental neglect. When Rayanmasdiome following the attack,
Angela’s voice-over stresses that nobody is there.

When Angela returns home, she finds her fatheimglintimately with an
anonymous woman outside the family home (it is sstgd they are having an affair). The
camera cuts to a medium close up of Angela in gidéle as she stares, circling in front
of her to reveal her shocked expression which éestored by the emotive non-diegetic
soundtrack of R.E.M.’s ‘Everybody Hurts’, a popusang at the time the episode aired.
The shock of realising that her father is flawedctions narratively in a similar way to
Rayanne’s sexual attack, indicating to Angela siat is not fully ready or prepared for the
realities of (sexual) adulthood. As Angela retumber warmly lit house, she begins to
regress. She stares at her reflection in her bedraoror before harshly wiping off her
lipstick, indicating a rejection of the adult lighe previously craved. The camera follows
her down the hall to her parents’ bedroom wherecth#bs into bed with her mother and

cries. The two women are framed together as hehengently strokes Angela’s hair and
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comforts her. A final close up of Angela’s facecampanied by her voice-over, indicates
that she has fallen asleep in her mother’s arms.

Like the previous example discussed, sexual vi@eadramed here as a young
woman'’s personal experience, rather than a widgakor political issue. Yet, notably, the
episode privileges Angela’s, not Rayanne’s, reacfiis is common throughout the
series. For example, storylines involving Rayang'sfunctional family life and problems
with alcohol recur in the programme, highlightimg torominent generic theme of youthful
vulnerability, but this theme is never again highted with sexual violence. As Angela is
the series’ heroine, these are typically reconéguais personal storylines about her, not
Rayanne. In a later episode when Rayanne conswaestich alcohol (110 ‘Other
People’s Mothers’), the narrative is reframed gs@sonal story about Angela’s
relationship with her mother, who helps take Ragatanhospital. The emphasis on the
personal rather than the social in this seriesflected by the sexual violence narrative. At
the end of the pilot, an individualised understagdif sexual violence is privileged. In the
final scene, Rickie and Rayanne boast to theiragbeers, uncorrected by Angela, about
the events of their weekend. Rayanne appears ctehplephased, again illustrating the
later shift away from the emphasis on the victierisotional aftermath. The violent nature
of Rayanne’s assault is erased here, with Rickiggute language of a normative, non-
abusive dating ritual to describe their encountiéh the men. This assimilation of sexual
violence into dating discourse resonates more widéh teenage culture and experiences
of intimate relationships, in which, studies haseealed, sexual abuse is common (Chung,
2007). Yet, like social issue episodes, by fransegual violence in this way and equating
it with other issues such as parental negleceébmes divorced from the broader

gendered sexual inequalities underpinning this @bus

Episodic sexual violence as a catalyst for romance

The third narrative function of episodic sexualleice narratives identified in my
research is as a catalyst for teenage heterosexmahce. These episodes operate
similarly and, as indicated by tivy So-Called Lifeexample, often overlap with the
previous episodes discussed. In these narrativeenteal female teenager (but never the
series’ protagonist) is physically sexually attatkehich in turn prompts the beginning of
a heterosexual romantic relationship between lemds who grow closer while looking
after her. Although the sexual violence narratemains self-contained, this romance
storyline stretches further, with the couple kigsim going on a date in the subsequent

episode. Immediately following the sexual attable, tomance narrative takes precedence
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and the perpetrator and victim become largely otesturhus, in these episodes, sexual
violence functions primarily to highlight, rathdvain problematise, hegemonic ideals of
heterosexual romance.

It is important to stress here that it is not asdyxual violence narratives that
operate as catalysts for romance, but also otlgdfyhdramatic storylines that involve
explicit physical threat. In bot¥ieronica MarsandOne Tree Hilla high school shooting
(or suspected shooting) prompts passionate kissemth programme’s protagomsBy
connecting romance with danger, the genre privdegeidea of romance that prioritises
passion, spontaneity, adrenaline and fear ratlaer stability and comfort.

An earlier episode ddne Tree Hilfrom 2003 (108 ‘The Search for Something
More’), in which central female character, Peyton, is deadggnd almost raped provides a
useful example here. From the outset of the epjsodeance is established as a central
theme. The pre-credit sequence reminds viewersediqus storylines that this episode
will develop further, several of which focus on theginnings of romantic relationships
between core characters.

lllustrating an overlap with the previous episodesussed, like Kelly and
Rayanne, Peyton is single when she is attackedag Gan older, non-recurring male
character - while at a college party. Aestheticalig moment of sexual violence is similar
to the other examples discussed in this chaptercaimera alternates quickly between tight
facial close-ups that highlight Peyton’s fear amfg-shots that emphasise Gabe’s physical
dominance as he looms over her, and the sceneaspanied by a sinister soundtrack
and shadowy lighting. However, unusually, the sdenetercut with narratives involving
other characters, thereby heightening suspenselbyidg its resolution. Eventually,
Brooke, Peyton’s female friend, intervenes, stogpire attack, before calling series’
protagonist, Lucas, for help. This is a commort siaross many self-contained sexual
violence episodes: the victim’s female friend callsentral male character, who then
physically threatens the perpetrator. Sexual vicéethen, becomes the site for the display
for ideal masculinity as these males protect aridrakthe victim from the perpetrator.
‘Halloween’ operates similarly, with Kelly’s friesdcalling for Dylan and Steve.

In One Tree Hill Brooke and Lucas grow closer while watching dveyton as she
sleeps off the effects of the date-rape drug. Reganne, Peyton suffers from amnesia
following the ordeal, thus allowing the programrmoeside-step the aftermath of the attack

on her and concentrate on Brooke and Lucas’s bgddimantic relationship. Indicating

*! See Veronica Mars episode 118 ‘Weapons of Class Destruction’ and One Tree Hill episode 316
‘With Tired Eyes, Tired Minds, Tired Souls, We Slept’.
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the narrative prioritisation of this romance storg| while sleeping, Peyton is positioned at
the back of the frame (Figure 5.2).

Figure 5.2 Peyton is pushed to the back of the fram e in One Tree Hill (108 ‘The Search for
Something More’)

In contrast, Brooke and Lucas are framed in thegmund, sharing an intimate
conversation. Moreover, the attempted rape occuitise first third of the episode while the
romance narrative dominates the rest and is intevith other romantic storylines
involving central characters. The episode ends aighot of Lucas staring wistfully after
Peyton and Brooke, establishing the first five saasmeta narrative which focuses on a
love triangle between the three.

Sexual violence here functions to restore and wprather than complicate
hegemonic ideals of gendered sexuality. Peytoaridered largely invisible, both visually
and narratively, while Gabe disappears after tteckt allowing the programme to ignore
questions regarding the relationship between mastyuand violence and instead
concentrate on Brooke and Lucas. Rather than gnitighegemonic gendered
constructions, sexual violence becomes a sitehtodisplay of ideal masculinity through
Lucas, who is presented as upholding the moratigpelal) order by heroically defending
Peyton. Aggression in the service of protectingfémeale victim is tolerated, and even
glamourised, as an expression of normative mastylseparating this behaviour from the
violence committed by the one-dimensional perpetrdturther, while it is typically the
female friends of the victim that initially inteptiand stop the sexual attack, in these types
of episodes the narrative quickly shifts to focasnale responses. It is Lucas, not Brooke,
who comforts Peyton when she wakes up. Thus, ogaimasexual violence as a form of

gendered abuse is not dealt with and, insteaditteepted rape is used as a kind of
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narrative stepping stone to highlight Lucas’ anddke’s growing attraction to one
another.

As Appendix C indicates, a sexual-violence-as-agat-for-romance narrative
also occurs in the pilot episode®bssip Gir] when central male, Dan, secures the
affections of his love interest, Serena, afteruagghis younger sister, Jenny, from being
sexually assaulted. What is striking about thigatare is that unlike other episodic sexual
violence storylines in which perpetrators are tgfjcnon-recurring males, in this narrative
the perpetrator is central teenage male, Chucle mMiaikes it more difficult to see sexual
violence as an isolated problem in an otherwisetfaning patriarchy. However, despite
this central difference, sexual violence functismsilarly to theOne Tree Hillexample,
creating a space for Dan to display his ideal oo@j masculinity, through his chivalrous
protection of Jenny, in stark contrast to Chuckad’ masculinity. Importantly, Chuck is a
villain in the first season and, thus, like theestxamples discussed in this chapter, sexual
violence becomes the domain of an individual ‘badn?® Further, like Peyton, Jenny is
marginalised following the attack, rendering thistaryline about male rivalry as well as

Dan and Serena’s budding romantic relationship.

Crime and punishment: sexual violence as mystery-of -the-week

My study of the timelines reveals that the most owm type of sexual violence
episode in teen drama series frames this violes@erystery to be solved and/or a
monster to be defeated (see Appendix C). Theréhatg-one of these episodes in total,
accounting for three-quarters of all episodic séxigence narratives in US series. These
types of narratives are found predominantly in lomgning supernatural series that feature
teenage protagonists with superpowers su@udfyandSmallvilleas well as in/eronica
Mars, a teen/noir hybrid drama series which follows anéege female private investigator.
Beverly Hillsalso contains a single sexual violence as mysiggode (109 ‘The Gentle
Art of Listening’). In these episodes, the brieéqaredit sequence outlines the main
narrative threat and subsequent mystery to be dolMee mystery element involves the
teenage protagonist and their friends identifyifgpwor what) the perpetrator is and how
to punish or, in the case of supernatural serieghich the perpetrators are typically
monsters, destroy them. Sexual violence becomgs asvhich the core teenagers’
intelligence and resourcefulness are highlightetheg solve these individual mysteries.

What is notable about these episodes, in contrabitother examples discussed in this

*2 Notably, Chuck later becomes more sympathetic when he falls in love with central female, Blair,
and viewers learn of his troubled home life. This illustrates the fluidity of character roles in teen
drama series discussed in Chapter 4.
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chapter, is that these investigations focus firorlythe perpetrator. As such, the narrative
does not dwell on the victim’s actions prior to thement of sexual violence. As the
protagonist and their friends are unaffiliated vatty legal or judicial institutions, (which
are typically depicted in the programmes as inéff@cand inadequate in upholding the
law), the justice exacted is intensely persondelather episodic sexual violence
storylines, these types of narratives occur mogalegly in earlier seasons of the
programmes. As aforementioned | will lookBatffyandVeronica Marsn Chapter 7 and,
thus, here I will concentrate @mallville.

Danger is established from the outset of sexudérnae episodes iBmallville
through themise-en-sceneamerawork and soundtrack. Episodes typically agenght
in an unfamiliar outdoor setting. The viewer igakd with the camera, forced to follow it
as it sweeps, swerves and weaves through the umkspace, creating a sense of
disorientation. Ominous non-diegetic music intaasithis threatening atmosphere, rising
in volume as the final shot reveals a close upeftarrative threat, manifested in the
figure of a monster or sub-human staring menaciaghpe camera. Threats$&mallville
episodes are typically humans who have gained pope&rs from their exposure to
remnants of meteor rock, or more precisely krygtgrthat are spread throughout the town.

As the narrative unfolds, these monsters tendtérr¢heir human visage and
exhibit similar behaviour to their ‘normal’ selfipr to their exposure to kryptonite.
‘Metamorphosis’, the second episodeSohallvilleand the first that depicts sexual
violence, exemplifies these parallels between then'ster’ and the man. In this episode,
Greg Arkin, a geeky teenage peer of Clark’s, gauperpowers after being bitten by a
swarm of kryptonite-infected insects. Although b&aims his human form, he acquires
insect powers such as heightened agility and sinefte also adopts an insect life cycle,
telling his mother that first he will eat, then mpahen mate. He proceeds to Kill his
mother, shed a layer of skin and capture and cob@(and Clark’s) love interest, Lana,
with the intention of ‘mating’ with (i.e. raping)ei. As is common in supernatural series,
the sexual nature of the violence is implicit ie tise of this biological term. Yet, even
before he is bitten by the insects, he exhibitsigkx threatening behaviour making it
difficult to clearly distinguish the monster/potehtrapist from the man. When Greg is first
introduced in the pre-credit sequence (prior tatassformation), he is depicted in
medium long shot crouched in a tree outside Lawaislow at night, filming her

voyeuristically (Figure 5.3).
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Figure 5.3 Greg’s voyeurism of Lanain ~ Smallville , prior to his transformation (102
‘Metamorphosis’)

He is visually and aurally coded as monstrbeforehe is bitten, shrouded in shadow, his
presence accompanied by ominous non-diegetic miasieed, his acquisition of
superpowers simply allows him to act out his sedesires, fighting off Lana’s physically
strong boyfriend and taking her for himself. Furthere, he is not massively visually
transformed, losing only the geeky characterigties render him powerless in the diegetic
context of the genre, such as his acne and glasses.

The central aspect of Greg that changes, asideiismcquisition of superpowers,
is his ability to express emotion. MonstersSSimallvilleare often emotionally inexpressive,
indicating a loss of humanity which discourageswaeidentification. They rarely express
remorse for their aggressive behavidUEven when Greg verbally expresses jealousy
about Lana and Clark’s friendship, his voice anpespance remain level and calm.
Notably, Clark is the only other character in teees that is also emotionally
inexpressive, creating a parallel between him arey@nd other monsters in the series).
He rarely shows overt anger, sadness or even heggimstead suffering in silence.
Further parallels are made between Clark and Greggh the editing. In the pre-credit
sequence, Clark too is depicted staring longinglyama’s house and at several times
throughout the episode, the viewer is tricked thioking a point of view is Greg’'s when it
is, in fact, Clark’s.

Yet, a key difference between Clark and Greg (ahalins more widely in the
series) relates to their control and use of thgdespowers. Clark uses his powers for
innately good and selfless reasons, to help anegtrothers, while the ‘monsters’ tend to
have an insatiable, selfish desire for power. this quest for power that often results in

the villains’ death. In ‘Metamorphosis’, Greg, canged with trying to kill Clark,

%3 A parallel can be made between their blankness and the inexpressiveness of the sociopathic
serial killer, exemplified by Dr. Hannibal Lecter (Anthony Hopkins) in The Silence of the Lambs
(Jonathan Demme, 1991).
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unwittingly pulls a chain which releases a piecenatchinery that ultimately crushes him.
Notably, Clark tries to warn him before this happeariterating his selflessness. Clark
never takes pleasure in hurting others and evamgthepisodes often end with a climatic
showdown between him and the perpetrator, his filaggression tends to be defensive
rather than pro-active.

When discussing Clarklongside Max Evans (Jason Behr), the protagohist o
Roswell,another supernatural teen drama series, Feaseyvebsbat:

Although these men have extraordinary powers thaldcposition them as the
very zenith of strong, aggressive and forceful rahsity, these young men
make it clear that they are seeking to defend rati@ dominate their
surrounds, and as such, these teenagers havattlerinterest in encouraging
or upholding rigid images of the hegemonic maleo@®1).

Banks, too, celebrates Clark and Max as a newdafpero in the male-fronted teen drama
series, commenting on these men’s ability to ‘emmatbout losing control’ (2004: 22).
Yet, interestingly, both Feasey and Banks larggipie the fact that the masculinity that
Max and Clark display is, arguabltipermasculinity, removed from normative
masculinity by their alien status. Positioning armltter with super-masculinity at the
centre of these series potentially renders norraatigsculinity strange and unnatural.
Clark’s sexuality is inextricably linked to his srpowers. As Banks explains,
‘Max and Clark’s transformations are like alien prly: they often feel uncomfortable at
first with their growing abilities’ (2004: 24). Iseason two, Clark accidentally triggers his
heat vision when thinking about sex, making thisrextion between teenage male
hormones and superpowers explicit (202 ‘Heat’)., dsthe matures, Clark gains mastery
over his powers. This control, in contrast to thratc aggression of ‘monsters’ in the
series, foregrounds the notion of choice. The cotime between teenage alien
superpowers and puberty means that this choice@muol can be related to sexuality.
Further disrupting divisions between ‘normal’ memandividual ‘bad’
perpetrators of sexual violence, as aforementioimegluffy andSmallvillecentral male
(and, occasionally, female) characters can comemitally violent acts. Notably, at least in
episodic narratives, they only do so when possdsg@dsupernatural force or substance
and usually suffer from amnesia afterwards, therebyoving, at least partially, their
culpability and ensuring that they remain sympathetfuture episodes. However, Boyle
observes, albeit in relation Ruffy, that ‘as major characters move from one postibon
another any ideas of “absolute” evil become indregg complicated’ (2005b: 41). The
positioning of these core (human) male charactesgkually violent roles potentially

foregrounds the relationship between heterosexaatuiinity and violence.
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Smallvilleepisode ‘Onyx’ (417) provides a useful example hirehis episode,

Lex Luthor, a human male with no superpowers, séxbharasses Lana after he is exposed
to black kryptonite and split into two binary goedil entities. Predictably, it is ‘evil’ Lex
who attacks Lana. As is characteristicSohallvilleepisodes more widely, the pre-credit
sequence outlines how Lex becomes divided in twding with an ominous facial close

up, accompanied by non-diegetic pulsing drums.Wwhalfthrough the episode, the ‘bad’
Lex imprisons the ‘good’ Lex and assumes narradiyency. Thus, when he visits Lana in
her home, the viewer is aware that he is a threat the outset.

Lex expresses his romantic intentions towards Leagessing her face as he does
so. Visibly tense, she recoils, protectively movireg own hand to her face. They are
framed facing each other as Lex grips her armdesans in to kiss her. Her stiffness
indicates her unwillingness as she pushes himmaffsdaps him. The camera cuts between
close ups of the two, registering Lex’s nonchalaawee Lana’s fear as she inhales deeply
and moves away. Upset and angry, Lana asks Lexat@ land the camera follows him to
the door. But as he goes, he informs Lana thas lgeing to evict her, offering her the
ultimatum that she either, ‘live like a queen big[tside or get tossed out with the rest of
the garbage’. Before he leaves, he smirks whilezdlelooking her up and down. The
camera lingers on a close up of Lana, tearful, veiged and open mouthed, illustrating
how afraid and upset she is. It is notable thateuie sexual nature of the attack is
apparent in the forcible kiss, this type of violeris less overtly sexual and physical than
the other examples discussed in this chapter. Alguan the context oEmallville which
is a particularly sexually chaste series, a foeckiss represents much more than it may do
in other programme¥.

For the rest of the episode, the core charactdrateevho the real Lex is. While
Clark maintains that the ‘evil’ Lex is not the realx, his friend, Chloe, comments
frequently about Lex’s less than scrupulous behavpoior to his division, creating
parallels between the two. On two separate occasidioe refers to Lex’s ‘split
personality’ and his ‘evil twin’, while Clark desbes him as ‘not entirely human’. Further
complicating the separation of the ‘real’ Lex froine ‘evil’ Lex, his sexist and
misogynistic treatment of Lana, while atypical kx and Lana’s relationship, is not
atypical to his treatment of non-recurring femdiamacters in the series. This behaviour is

explicitly highlighted in an earlier episode (4@ound’) in which one of Lex’s ex-lovers

* Clark and Lana do not lose their virginities until the beginning of season five (502 ‘Mortal’), which
is extremely late in the context of the genre more widely. Furthermore, the other core characters
are rarely depicted having sex either. Lex’s promiscuity is frequently alluded to, but his sexual
exploits are rarely depicted onscreen.
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frames him for murder as punishment for sleepirtty Wwer and then dismissing her.
Although Lex maintains his innocence for the murtthieoughout, he does make analogies
between this violence and his (albeit non-physydadirmful) casual, sexist disregard of
women. Even his supposed friend Clark is suspicasut® whether he is telling the truth
about the murder, suggesting that Lex could beldaeps such misogynist behaviour.

Not only are parallels made between the two Lelasalso between Lex and other
central men in the series. Chloe, who by seasanhfeavily suspects that Clark has
superpowers, continually makes connections betweeiwo Lexes and hidden identities
more widely. Lana also makes parallels betweend er’atic behaviour and the behaviour
of both Clark, whose secrecy prevented the poggibil a romantic relationship between
the two in season three, and her current boyfridasion, who she has recently discovered
has also been withholding the truth from her. Alihlo these parallels are not explicitly
about the relationship between normative masculaniid violence, it is notable that they
all pertain tomenin the series. These parallels between secretiidésrand hidden inner
selves become increasingly pronounced as the na@r@intinues and Lex discovers that
Clark has superpowers.

The separation between the two Lexes is hard tataiai After Lex is made whole
again, Clark tells him that ‘it really wasn’t yolAs Lex apologises, he says, ‘I'm sorry for
what I...he put you through’, quickly correcting Innstake and creating a disjuncture
between himself and the ‘evil’ Lex. Yet, as the eaanpulls in on his troubled facial
expression, melancholy non-diegetic music playstanduestions, ‘did the accident create
an evil Lex or is that what's really inside of m@&®tably, Lex (seemingly) has no
memory of what he has done. In the final scenbpéreverse shot structure captures a
conversation between Lex and his father, Lionankl tells Lex that ‘a man can’t deny
his true nature’, reasoning that ‘we’re LuthordheTepisode ends on a sinister, unsettling
note with a lingering extreme close up of Lex. mains largely inscrutable, but very
faintly smiles. Accompanying discordant non-dieg@tiusic intensifies the ominous
atmosphere, leaving doubt as to whether the ‘@eX has really been destroyed.

The mystery in ‘Onyx’ hinges on the relationshigvbeen Lex’s ‘normal’ self and
his sexually and physically violent behaviour asl*d.ex. This is characteristic of sexual
violence narratives iBuffyandSmallvillemore widely in which the mystery-to-be-solved
is not a conventional ‘whodunnit’ (as it is\feronica Marsand in the singulaBeverly
Hills episode), but rather centres around the perpesatore identity. This is heightened
in the case of storylines in which the perpetrafaexual violence is possessed when they
commit crimes. It remains debatable in ‘Onyx’ whathex was fully conscious and, thus,

culpable when he harassed Lana. The ambiguousgefatiitates polysemic readings of
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his abusive behaviour. Nevertheless, the episodesnadifficult to view sexual violence
as an isolated aberration of an otherwise funatgmpatriarchy.

Boyle argues that, ‘if man and monster cannot bessily separated...then rape
and other forms of gendered violence must be utwtEtsn relation to normative
constructions of masculinity’ (2005a: 192). She smthe argument in relation Buffy,
explaining that, in this series, there is a ‘regtgn of what men as a group stand to gain
from violence’ (2005b: 41). It is important to ndtere that episodic narratives, while self-
contained, do not occur in vacuums. The wider cdrgea particular series alters how
these storylines are framed. Indeed, Boyle’s argurapplies more t8uffythan
Smallville which typically resolves episodes by presentimpidualised understandings
of male sexual violence. In ‘Onyx’ Lex’s behaviasmultimately connected more to his
status as a Luthor than a man. Furthermore, aBalés argues, the end of ‘Bound’, the
aforementioned episode in which Lex’s mistreatnaéntomen is emphasised,
‘recuperates Lex...as a tragic figure whose own sexmerges from his complex
problems with intimacy (rather than from the patial atmosphere that inflects more of
Smallvilles gender relations...)’ (2006). It is also worthingtthat in the Superman series,
more widely, Lex is Clark’s nemesis and, thus,iesver arguably knows that Lex will
ultimately assume the role of villain. In this wapnnections between normative

constructions of masculinity i@mallvilleand sexual violence are limited.

Happy Endings?: Narrative and Ideological Patterns

Despite these differences in how sexual violenoetfons narratively, ideological
patterns emerge across these self-contained epidedgardless of when individual
episodes aired or their generic hybridity, sexualewnce is largely framed as a personal
concern for the teenage characters, rather thadex-neaching social or political problem.
The closure demanded by the episodic narrative fogans that only tenuous solutions
are offered to the problem of sexual violence dnadle is rarely any interrogation of the
gendered social structures that enable and périsityipe of abuse. This emphasis on the
personal rather than the social is indicative efgenre more widely. As Davis and
Dickinson argue, ‘these programmes as a whole eggeey cultural concerns through this
model of personal, psychological plight, rathemtipaoposing the possibility for large,
macro-political or societal change’ (2004: 6).

Yet, importantly, with the exception of sexual-@ote-as-a-mystery-to-be-solved
episodes which | shall look at later, in these @geés sexual violence is not just framed as a

personal problem, it is framed as a yowwman’spersonal problem. Even in episodes
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that set out to portray sexual violence as a sa&sak, this abuse is framed through the
experience of an individual female character, sagKelly inBeverly Hills These

personal experiences are removed from the broaeteged social structures that enable
and permit male sexual violence against womene#uktin the lead up to the sexual
attack, the narrative relentlessly focuses on tfesale victims alone, emphasising what
they were wearing, drinking, doing at the timeha# fissault. This narrative scrutiny of the
female victim is notable when compared to the tnesit of victims of other kinds of
physical (nonsexual) violence across the genreekample, when a teenage character is
physically abused by their parent or guardian kiRiin My So-Called LifePacey in
Dawson’s Creek the narrative does not dwell on their actionsipio the abuse. This
emphasis on the female victim of sexual violencth@se narratives resonates with the
findings of scholarship on news discourses of dbigsse, which note that women are often
blamed for the violence used against them (seeeCamnd Weaver, 2003: 36-41 for a fuller
discussion).

Sexual violence, then, becomes something thatastalbomen, not something that
is done by men. Male perpetrators of sexual videare presented as shadowy figures in
these episodes, disappearing shortly after conmgithie violent act, never to return. As
undeveloped, marginal, often nameless charactersetmen - unlike their victims - are
not held accountable for their sexually violeni@ts and receive no punishment other
than a punch from a protective male. The reasarthé&r behaviour go unquestioned,
presenting a notion of male sexuality as naturatappable and somehow detached from
the male in question.

At the same time, distinctions are made betweesetperpetrators and ‘normal’
central male teenagers in these programmes. Patiqustare often depicted in unfamiliar
settings at night, shrouded in shadow. When Peayieets Gabe i©ne Tree Hill for
instancehe is sitting alone in a dimly lit room on the magyof a busy party. These men
are also typically emotionally inexpressive ankleemorse for their actions, appealing to
central male characters for understanding by clagntiat the sexual encounter was
consensual. Importantly, these central males neggond with any sympathy. Sexual
violence is, thus, presented as the result of diviglual bad man who cannot read sexual
signals properly.

This individualised understanding of sexual abeselers the gendered sexual
inequalities underlying these attacks largely iies As Moorti observes, albeit in
relation to another genre, ‘rape becomes an oatdsidhe critique of “bad” masculinity
and the reproduction of hegemonic masculinity’ @0033). Indeed, in these episodes,

although it is women who typically stop the actatihck, sexual violence often becomes
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an arena for the performance of ideal hegemonicutiagy as these central males defend
and protect female victims. Significantly, althouley use violence to do so, it is marked
as distinct from the perpetrator’s sexually violaations, legitimated instead as heroic and
chivalrous. Moreover, in keeping with the findingfiSfeminist television scholarship on
fictional rape representations more widely, ithede men who commonly espouse feminist
definitions of sexual violence, further recupergtmasculinity. It is Dylan, not Kelly’s
female friends, who makes a pro-feminist speedewverly Hillsand Lucas, not Brooke,
who comforts Peyton i@ne Tree Hill Additionally, in sexual-violence-as-a-catalyst-fo
romance episodes, the emphasis on heterosexuahcen@lowing sexual attacks further
restores the desirability of hegemonic construstiohgendered sexuality. By disguising
the relationship between normative constructionmas$culinity and sexual violence, the
programmes are able to ignore wider questionsimglad gender, sexuality and power.

Supernatural series operate differently, potentieallenging these divisions
between ‘normal’ men and perpetrators of sexudéwice. This makes it difficult to view
sexual violence solely as the domain of an indialdhad man and foregrounds the
relationship between dominant constructions of mi&sity and violence. Irsmallville,for
example, although the monsters or sub-humans ysygblear visually monstrous in the
pre-credit sequence, as the narrative unfolds, dftey retain their human visage and
many of their human characteristics. In ‘Metamogieo Greg exhibits similar sexually
threatening behaviour before and after his transftion. Further, botBuffyand
Smallvilleoccasionally position central males in sexuallylemt roles and interrogate
notions of ‘core’ identities. By doing so, theysaiimportant questions about culpability
and make it difficult to simply write off sexualolence as the domain of an individual bad
man or monster. Even though this culpability iepftater erased by the fact that central
males are typically possessed when they commitadlgxwiolent acts, nevertheless, these
episodes frequently end on unsettling, ambiguotssnwhich potentially facilitate a
counter-hegemonic understanding of sexual violence.

Regardless of the generic hybridity of individuedbgrammes, moments of sexual
violence are similarly fleeting on-screen. In &k programmes, supernatural or otherwise,
shadowy lighting, rapid editing, the use of tigltse ups and/or heavy movement within
the frame make it difficult to discern what is adty happening in the few seconds of
screen-time before the attack is interrupted. Meeeowith the exception of social issue
storylines, after the sexual violence has takeogylthe narrative shifts sharply away to
focus on other issues, such as a budding romandevatic battle sequence.

These narrative diversions often mean that the iemedtand physical aftermath of

the abuse on the victim is rendered largely inlgsiMoorti refers to the ‘absent presence’
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of sexual violence in televisual fictional narr&svthat use this abuse to highlight other
issues, explaining that by doing so, the violermmmitted on the victim’s body is
marginalised (2002: 118). As illustrated by Rayaand Peyton, the victim often suffers
from alcohol or drug-induced amnesia following #ssault, thereby allowing programmes
to side-step this issue altogether. Even ‘Halloweghich allows space for Kelly to
describe her emotional response to the attempjper sill ends on a positive note, with
the teenagers, including Kelly, happily socialisisgemingly largely unaffected by the
episode’s events.

This tonal jump from the seriousness of Kelly’satpted rape to the teenagers
happily socialising is characteristic of the geanel fictional television formats more
widely, which often feature tonal inconsistenci&s.noted in Chapter 4, in teen drama
series each episode features two or three intem@atorylines often with different tonal
registers. For example, in ‘Halloween’ the atterdptgpe narrative is intercut with
romantic and comedic storylines. While these infgtions create suspense by delaying the
resolution of the sexual violence storyline, atshene time these sudden tonal diversions
also potentially distract viewers from the seri@ssie in hand.

This chapter has focused on one of two dominamatiae forms of sexual
violence storylines: the self-contained episodesé@tic issue-led narratives are often
discussed by teen and feminist television schalarhe ‘bad other’ to overarching
narratives, for failing to deal with issues in stiffint depth. Social issue or problem-of-the-
week episodes have often been singled out for bEanicularly simplistic. However, what
my analysis has revealed is that these narratiffesarare space to directly engage with
the topic of sexual violence, rather than usirtg tighlight another theme or issue.
Further, | have revealed that episodic sexual midenarratives in supernatural series
potentially facilitate counter-hegemonic understags of sexual violence by
foregrounding the relationship between hegemonmsitactions of masculinity and sexual
violence. In the following chapter, | explore selualence narratives that span multiple
episodes and question whether their longer nae#étinm necessarily allows for a more

complex engagement with the topic of sexual viodenc
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Chapter Six
Previously On...: Overarching Sexual Violence

Narratives in US Teen Drama Series

Introduction

As aforementioned in Chapter 5, teen televisiorkghk are typically derisive
about the ability of episodic narratives to deahwssues such as sexual violence in
sufficient complexity, favouring instead serialustture. However, despite this assertion
little work has been carried out on issue-led sangs in teen series. Chapter 2 indicates
that feminist scholarship on fictional televisuapresentations of sexual violence has
similarly largely neglected serial structure, fdogsinstead on episodes in isolation.
Mayne’s (1988) essay dnA. Lawis an exception. As discussed in Chapter 2, she
considers how feminist questions, including thas®iving sexual violence, are given
narrative shape and definition within the serieshfat. YetL.A. Law like most legal
dramas, predominantly features episodic storyliiéss chapter will explore and situate
sexual violence narratives that span more thareprsde within broader series’
structures. This then provides a context for a ndetailed analysis of how sexual violence
functions narratively and ideologically.

I will firstly outline the findings of my timelineesearch, drawing on Feuer’s
(1995) work on serial melodrama in order to theotige notion of a story-arc. As the
genre is primarily concerned with romantic, hetesaml, teenage relationships, sexual
violence storylines are almost always embeddednvitiis context. How this abuse affects
these relationships is often of fundamental impar¢a In turn, this positioning affects how
the narratives are framed. | will explore how séxtalence functions both narratively and
ideologically across US series using textual exas\flomFriday Night Lights, The O.C.,

One Tree Hill, Beverly HillendDawson’s Creekbefore offering some conclusions.

Sexual Violence and Narrative and Series’ Structure s

There is a repeated emphasis in television schpansot just of teen series, on the
ability of serial forms to achieve greater charas#tion and narrative complexity
(Hammond, 2005: 80; G. Smith, 2005, 2006; Jacob852Henderson, 2007). Yet,
although several of these scholars refer to sty ia their work, few theorise the term.

Feuer is an exception. In her work on the riseeofaform in US prime-time melodramas
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of the 1980s, she distinguishes between *‘arc’ sttbassuse short-term (ten to twelve
episode) storylines alongside continuing storylime®lving main characters and ‘multiple
storyline shows’, that combine elements of theaand the soap, with some storylines
remaining unresolved (1995: 112). US teen dramas#uctuate between these two types.
Homophobic abuse storylines tend to be tight, limearatives that focus only on that issue
(see seasons two and fiveldwson’s Creekkor examples). Longer sexual violence
narratives exist somewhere in between ‘arc’ andtipia storyline’ shows. As Michael
Hammond argues, US quality dramas are charactdngéabth the serial format of the

long story arc with open storylines and their camalion with the shorter, more contained
plot-lines that come to an end within one episq@d805: 80). While | do not want to enter
into another debate on ‘quality’ here (see Chap}ehis description is the most fitting of
US teen drama series. In these longer narrativese €pisodes tightly follow the sexual
violence storyline, others feature only minor coatiies and others still are purely
episodic, ignoring the storyline altogether. | latknarrative complexity in more detail in
the following chapter.

Eight out of the eleven US series feature overagchexual violence narratives and
there are twenty-seven in totalAs indicated in the table in chapter three (p.7iv of
these series contain one to three narrativeBaiffy, Veronica MarandBeverly Hills
contain four or moreBeverly Hillscontains the most, with eight in total. Overarching
sexual violence storylines only appear from the #880s onwards. The first can be found
in season five oBeverly Hills(episodes 522 - 524), which aired in 1995, when the
teenagers are at university (I discuss this stoeyliater in this chapter). In the other teen
series, these overarching narratives are more conimearlier seasons when characters
are still at high school, but do not appear forftrst time until the end of season one or
later. This pattern can be attributed to the faat these narratives are often accompanied
by shifts in style (e.g. cliffhangers, a disruptimitime, pacey editing), which require
viewers to be familiar with the series’ norms foll ilramatic impact (see Chapter 4 for a

fuller discussion).

°* My So-Called Life, Freaks and Geeks and Gossip Girl contain none. Over-arching sexual
violence narratives only appear from 1995 and, thus, My So-Called Life features only episodic
storylines. As discussed in Chapter 5, Freaks and Geeks is primarily a comedic series and,
thus, features no sexual violence storylines. Gossip Girl contains a narrative in which Serena is
blackmailed by a female peer over a sex tape that was made without her knowledge. The man
in the tape (who was also complicit in the filming) died from a drug overdose while the camera
was running. Significantly, this narrative is framed not as sexualised blackmail, but as a
storyline about murder. | have not termed the blackmail ‘sexual violence’ because the fear that
Serena expresses in this storyline is not based on any sexual threat, but on her (ill-founded)
belief that she was complicit in the man’s death.



130

There is a direct correlation between the typsesiual violence depicted, the
number of episodes that the narrative spans andevithis positioned within the wider
series’ structure, suggesting that there are disbins in these programmes over these
depictions. Homophobic abuse narratives are tylgishlorter than those involving other
forms of sexual abuse. Dawson’s Creekwhich features two of these types of narratives,
the storylines span just two to three episodesoaodr mid season. In contrast, stalking
narratives, while also occurring mid season, gtratross five to sixteen episodes. Rape
and attempted rape narratives are the most commtinfive of each (Table 6.1). These
storylines rarely span less than nine episode®acdpy the most significant position in
series, coinciding with season finales and oftesiching across seasons. Significantly, the
actual moment of sexual violence occurs befordittade, in the season’s penultimate
episode or earlier, suggesting that this abusetithese storylines’ main concern. As |
shall explore in the following section, the typesekual violence also determines how the

narrative unfolds (see Appendix B for more detail).

Type of Victim Victim Victim Perpetrator | Perpetrator | Perpetrator
Sexual Protagonist| Central Marginal | Protagonist | Central Marginal
Violence Character | Character Character | Character
Stalking F4 M 4
Rape F2 F3 M1 M3
Attempted | F 1 F4 M1 M4
Rape

Sexual F2 F1 M1 M 2
Harassment

Child Sexual F1/M1 M2
Abuse

Sexualised F1 F3 M 4
Murder

Homophobic F1/M2 M2/?
Abuse

Dating F1 M1
Violence

Forced F1 M1
Prostitution

Table 6.1 Type of sexual violence and role of victi ~ m/perpetrator in US overarching narratives
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As the above table indicates, with few exceptiaesitral females occupy the
victim role and, like the episodic sexual violemaratives discussed in the previous
chapter, the perpetrator is almost always a margmate character. The ‘?’ in relation to
the perpetrator of a homophobic abuse narrativersdb a storyline from season two of
Dawson’s Creekin which the culprit of the abuse remains anonysadn five narratives,
the victim is a female protagonist — these exammfs toBuffyandVeronica Mars
These two programmes feature other significanediffices to the others discussed in this
thesis in that they are also the only series ttufeacentral males in the role of perpetrator
in relation to overarching storylines. Becauseheke differences, | look at them separately
in the following chapter.

There are only three narratives where males areithiens of sexual violence. Two
are homophobic abuse narratives — both occurrii@pinson’s Creeland featuring
homosexual teen, Jack, as victim — and the otherchsld sexual abuse narrative from
season two of’eronica Mars While there are storylines involving the sexualdssment
of central male characters by marginal femalesotsd in Chapter 2, these are
characterised by a distinct lack of fear on thee’sgbart and, as such, | have not defined
them as sexual violenc®As | discuss later in this chapter, this abseridear is
inextricably linked to the genre’s dominant portthgf male sexuality, outlined in Chapter
4.

In the previous chapter | argued that in episotticyines the narrative quickly
diverts away from the issue of sexual violencerghg often obscuring both perpetrator
and victim. With the exception of sexual-violencesacial-issue episodes, the aftermath
on the victim is rarely explored and the perpetrdisappears following the attack. In
contrast, both the victim and perpetrator are mmaohe prominent in overarching sexual
violence narratives. Much more emphasis is placethe emotional aftermath of the abuse
on the victim in these storylines and although p&giors remain marginal figures who
exist outside the core community, they are affordedarying degrees, more sympathy
and often have (albeit largely undeveloped) backies. The viewer is discouraged from
identifying with them, but reasons, however tenyaus often suggested for their
behaviour.

In attempted rape narratives, the actual momeséxdial violence usually occurs
in the first episode of the over-arching storyl{seeFriday Night Lightsepisode 120
‘Mud Bowl’ or The O.Cepisode 221 ‘Return of the Nana’ for examples)eltike

*% For examples, see season two of Beverly Hills (216 ‘My Desperate Valentine’), season five of
One Tree Hill (506 ‘Don’t Dream It's Over’) and season five of Dawson’s Creek (520 ‘Separate
Ways (Worlds Apart)’).
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attempted rape storylines discussed in Chaptéissntoment is fleeting, occupying barely
a minute of screen time before it is interrupted/anthe victim manages to escape. It is
characterised by mobile camerawork, fast editindytaght facial close ups of the victim
that highlight her fear. Her protests are alsortesudible. With homophobic abuse
narratives, the violence is non-physical, takingfiorm of malicious verbal rumours
and/or homophobic graffiti spray-painted on a laakkeor. Again, the victim’s fear is
emphasised. The following episodes focus on tlegratith of the abuse on the victim and
those around them. Unlike the narratives in Chaptehich typically feature happy
endings, these storylines lack closure, insteath@aolut as the victim’s fear subsides and
other storylines take precedence.

Stalking narratives operate differently (see seasmnofThe O.Cor season four
of One Tree Hillfor examples). The sexual violence is initially imp. Often viewers are
more aware of the threat certain characters pa@settteir victims, having witnessed them
peering voyeuristically through windows or lurkingtside houses. The narrative slowly
builds to a climax, coinciding with the sexual vnte becoming explicitly sexual and
physical. Despite these differences in narratingtle, though, sexual violence is still
framed as a personal concern. The police remaimvahied unless they are personally
connected to the victim and the judicial or medaférmath of sexually violent attacks is
rarely explored.

How the storyline is positioned in relation to rartia relationships affects the
kinds of stories told about sexual violence. Irstheverarching narratives, sexual violence
functions in four main ways: as a catalyst for rag® for a break-up, to warn against the
perils of choosing the wrong man (sexual violeraivs the end of a relationship) and as
a catalyst for coming out (see Appendix°DThus, with the exception of homophobic
abuse storylines, these narratives all take plaeetty before, within or immediately after
a romantic relationship. If sexual violence takkse within a romantic relationship, rarely
does it survive. | will consider each of these fiots in turn, drawing on textual examples
to illustrate the narrative patterns of each type also considering storylines that deviate

from these norms. | then offer some conclusions.

>" Notably, there are four storylines that do not fit with these dominant functions: a rape narrative
from Veronica Mars (101- 222), a child abuse storyline from Veronica Mars (201-222), a
sexualised violence narrative from Buffy (718- 722) and a storyline involving forced prostitution
from Beverly Hills (809- 811).
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Damsels and Knights: Sexual violence as advancingr  omance

LANDRY : Your knight in shining armour has arrived...

The above comment is jokily made by Landry, a cdrgeeky male teenager in
Friday Night Lights to his friend, Tyra, when she calls him afraidttiomeone is lurking
outside her house (121 ‘Best Laid Plans’). In thevpus episode (120 ‘Mud Bowl’), a
stranger dragged Tyra into his car and attemptedpe her. Landry’s remark points to the
function of sexual violence in these narrativea@sncing romance between a central
male and female victim by operating to create @epar the display of ideal masculinity
in the form of chivalrous protection. Additionally,indicates a central difference from
these types of narratives and the similar storglidescribed in Chapter 5. Here it is the
victim who becomes romantically involved followitige attack.

As well asFriday Night Lightsthere are three otheexual-violence-as-advancing-
romance narratives across the eight series (seen@ippD). In this section, | will focus on
theFriday Night Lightsstoryline as well as narratives from season fivBeferly Hillsin
which central female, Donna, is targeted by a bEjast on the university campus and
season four obne Tree Hill in which Peyton is stalked by a man pretendingeder
half-brother, Derek.

Despite focusing on different forms of sexual viae, the narratives follow a
similar pattern. The moment of sexual violenceigthier than the examples in Chapter 5
and is followed by episodes in which a central niedémage character comforts and
protects the traumatised victim. TBeverly Hillsstoryline is relatively short, lasting only
three episodes. The first episode introduces tteatlof the campus rapist and in the
second episode, the rapist targets Donna. Her gikibod, David, saves her from the
attack by hitting the perpetrator with a basebatl In the third episode, David comforts
Donna and they kiss. Th&iday Night LightsandOne Tree Hillharratives are longer. In
these cases, as the victim’s fear subsides, thativaris overtaken by other storylines,
disappearing altogether for several episodes, arstdcond narrative climax occurs when
the victim is sexually attacked again by the saempgtrator. A second, shorter period of
male comfort ensues and the narrative is resolyeti®One Tree Hill the perpetrator’'s
arrest or, irFriday Night Lightsdeath, when Landry murders him. The romance neerat
begins in the first or second period of comforthailigh neither couple has sex until after
the threat has been quelled.

In all three programmes, the sexual threat conmes futside the teenage

community and the moment of sexual violence israutewith a significant event in the
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series. This highlights the victim’s vulnerabillty stressing her spatial distance from her
friends and, thus, from rescue. For exampl&riday Night Lightsthe attempted rape is
interwoven with a high school football game, theutes of which determine if the town’s
team will enter the State championship. As theesas centred around the investment of
the town, and specifically its teenagers, in then, the editing and narrative structure
heighten Tyra’s vulnerability by foregrounding tigstance from her friends and family at
this crucial game. Furthermore, it marks her attaels an outsider as he is not at the game.

In Friday Night Lights the interweaving of twenty second attempted s@mes
with lengthier three minute game sequences enharareative tension by creating
continual interruptions. Fast-paced editing andraleld mobile camerawork, which is
often one step behind the action, characteriseépection of the attempted rape. In these
short twenty second bursts, there is approximameé/shot per second. The camera
alternates between exterior shots, which placeitwer in a frustrating position behind
the rain-slicked car windscreen, and shots of Byré her attacker inside the car. Her
screams and protests as well as her attacker's\grige, point to the violence of the
encounter. Yet, regardless of the positioning,ube of tight facial close ups and heavy
movement within the frame as Tyra struggles makauitl to discern exactly what is
happening. Eventually she escapes and the narratigseback to the football game.

The extreme physical violence of the attempted rajberther expressed through
this interweaving with sports’ scenes. The contusunoise of heavy rain and melancholy
non-diegetic music links the sequences togethdr Wita's screams intercut with the
crowd’s cheers, Coach Taylor’'s barked instructiohs,disembodied sports’ commentary
and the thuds of bodies slamming together on #id.flhe juxtaposition of the violent
attempted rape with male sports’ aggression patynffers a critique of the relationship
between heterosexual masculinity and violence,idlylighting the widespread acceptance
and celebration of displays of male violence. Ihieresting that Landry is one of the few
central males in the series that is not on thebmbteam (at this stage, at least). Yet, this
critiqgue is undermined by the attacker’s positiaisideof the community.

In all three narratives, sexual violence is immagely followed by scenes of male
comfort. InFriday Night LightsLandry arrives to find Tyra in the car park anddsoher
as she tearfully explains what happened. Againllptsare made between the event and
the game, as the camera cuts from Landry’s condee®etion to the similar concern of
the Coach just before the team win. The emotiodsirtensity of the crowd and team’s
celebrations as they erupt jubilantly is contrastéti Landry and Tyra sitting in silence,
lending poignancy to the scene. Non-diegetic mélalycmusic plays softly in the

background and the lack of dialogue is notablea®yares sadly to the left of the frame,
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her brow furrowed before the camera cuts to a aorecklooking Landry across the table.
As he moves to sit next to her, the camera cuasdiose up of them holding hands, before

panning up to reveal Tyra’'s tears (Figure 6.1).

Figure 6.1 Tyra clings to Landry following an atte ~ mpted rape in Friday Night Lights (120
‘Mud Bowl’).

As illustrated by the opening quote, the followesodes cast the victim as a
subject in need of male protection, focusing onetmtional aftermath of the sexual
violence on her. In turn, this recuperates idetasculinity as the central male soothes,
instructs, comforts and protects her, echoingitidirigs of Cuklanz (2000), Projansky
(2001) and Moorti (2002), who, as discussed in @rad, argue that male characters are
often portrayed as instructing females on the gpate responses to sexual violence.
Notably, none of the female victims in these thragatives is depicted with their female
friends following their attack, thus denying anypoptunity for a shared identity based on
an awareness of gendered inequality. A shared geddgentity is further denied in
Beverly Hillsin which the other victims of the serial rapist asver depicted onscreen.

Indeed, inBeverly Hillsthe only characters to take action to protect fensaldents
from the campus rapist are the central males. Steves females around campus, so that
they do not have to walk alone and Brandon, asesiuigody president, speaks
passionately on behalf of a group of women to tingeDean to take measures to stop the
rapes. ldeals of masculinity are further restorg@®bvid’'s heroic rescue of Donna. The
theme of male protection is similarly emphasiseth@Friday Night Lightsstoryline. In

season two, Tyra is attacked again by the man vidwd o rape her. This time, Landry is
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present and physically protects her, accidentaliyng the perpetrator in the process.
Significantly, though, Landry’s use of violenceikel David’s inBeverly Hills— is
legitimated as heroic, used in self-defense togototictims from particularly violent
attackers. Indeed, he is later acquitted of muodethese grounds.

TheOne Tree Hillnarrative also focuses on male protection. Havimgsizally
defended Peyton against her stalker’s attemptesliraghe previous episode, Lucas and
her real brother, Derek, team up to help her ovaecber fear and relinquish her victim
role (406 ‘Where Did You Sleep Last Night?’). Detiska marine and takes Peyton to his
army base to teach her self defense, his armyadifbih further restoring normative ideals
of masculinity by connoting strength and braveiye §rows increasingly aggressive as he
verbally goads her, calling her a ‘weak, scaretemgeless little girl’. The camera cuts
between close ups of Peyton boxing, often starirectly and confrontationally at the
camera, and flashbacks to other moments of fear,gual loss in her life, beginning and
ending with her stalker’s attack. The other flastsanclude the death of loved ones and a
fight with Brooke, but notably not her experiendatiempted rape outlined in Chapter 5.
Thus, although the narrative places heavy empbasiZeyton’s fear and pain following
the attack, the sexual specificity of the incidemdownplayed. At the end of the scene,
Peyton collapses tearfully in her brother's arms.

The theme of male protection continues until the ef the episode. Overhead
shots of Peyton lying in bed, too afraid to turn the light, are layered with Lucas’
seemingly omniscient voice-over that closes alreusty episode in early seasons of the
series by outlining its main themes. Here he enmplashe importance of facing fears.
Traditionally connoting authority, this male voioger places Lucas in a position of power
over Peyton, who has little agency. Indeed, outsetebrother guards her home without
her knowledge after he and Lucas decide it is bé&iteher to confront her fears alone. In
the next episode, he leaves and Peyton declardsveefor Lucas who later reciprocates,
further restoring gendered ideals of heterosexarabnce.

The characterisation and representation of perpesraf sexual violence in these
narratives draw heavily on horror conventions, atigsging them from ‘normal’ men. Not
only do they lurk in shadows, jumping out at theatims unexpectedly, but they are
relentless in their sexual pursuit, incredibly eiol and near indestructible as illustrated by
the second sexual attack@me Tree Hill.As discussed in Chapter 4, episode 415 (‘Prom
Night at Hater High’) ends on a clifthanger as Baybpens her front door in her prom
dress, expecting Lucas, only to find her stalkée Tollowing episode (416 ‘You Call it
Madness, | Call it Love’) picks up where the prexdmne left off. Unlike other moments

of sexual violence in the genre, his attack spémest the whole episode, intercut with
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scenes at the prom. Like tReday Night Lightsnarrative, this structure enhances Peyton’s
vulnerability by highlighting her geographical diste from her friends, as well as creating
constant interruptions that draw out her fearhtlignd battle against her stalker.

This storyline draws heavily on the conventionshef slasher film genre, also
dominated by teens, in which the home is ofterstteeof danget Yet, as Chapter 4
indicates, Peyton’s home is rendered strange bysheof mobile camerawork, distorted
camera angles, dim lighting and the use of unfamdpaces within the family home (e.g.
the basement and hallway). Much of the attack takea=e in the never-before-seen dimly
lit basement where Peyton and later Brooke, wheelgshe prom to check on her friend,
remain bound and gagged for half the episode. Felose ups highlight their fear. The
attack is explicitly violent and sexual from thetset, with the fake ‘Derek’ punching
Peyton when she opens the door and proceeding tgp se‘private prom’ in the basement
after which, he informs her, they will go upstaargl have the ‘perfect prom night'.

Halfway through the episode, Peyton manages tpesand plunge a knife into her
stalker’s chest. From then on, the camera followsds he searches for Peyton. The
viewer is aligned with his point of view as he opéer bedroom door to find an empty
room, yet far from promoting identification (he &terall, psychotic), it enhances the
narrative tension by raising the question of wHeggton is. Suddenly she reveals herself
and a fight ensues. This occurs three-quartetiseofvay through the episode, illustrating
just how much emphasis is placed on her fear beffisepoint. As is characteristic of
sexual violence narratives across the genre matelyijust as he captures Peyton, pushes
her onto the bed and climbs on top of her, Brookers wielding a golf club.

Ultimately, it is Brooke and Peyton’s intimate fraship that allows them to
overcome Peyton’s stalker, as they use coded lgegaiad moves from a past
cheerleading camp to catch him off guard and kdmekunconscious. Indeed, this second
moment of sexual violence operates more as a catalyestore their turbulent friendship
than for romance with Lucas, heightened by the thefrfriendship running through other
characters’ narratives in the episode. Again ‘Deielistanced from ‘normal’ men
through Brooke’s explicit acknowledgement of horconventions, warning Peyton to ‘be

careful, they always lunge’, just before he does joat (Figure 6.2).

%8 Several actors from teen drama series feature in these films, such as Sarah Michelle Gellar (I
Know What You Did Last Summer) and Neve Campbell from Party of Five (Scream).
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Figure 6.2 Monstrous ‘Derek’ lunges againin ~ One Tree Hill (416 “You Call it Madness, | Call it
Love).

After the attack, Brooke suggests that their usatdhphrase ‘hos over bros’
(translating as female friendship over boyfrienos)changed to ‘hos over psychos’. In
keeping with horror movie conventions, little meatiion is offered for ‘Derek”s
behaviour. Peyton and Brooke visit him in prisomilater episode (418 ‘The Runaway
Found’) and learn that his former girlfriend, whedlon prom night, resembled Peyton,
but that does not explain his incredibly sexual @intent actions. However, the potential
for a collective gendered identity based on thegdence of male violence against women
is undermined in the episode directly following #teack which opens with Brooke and
Peyton sleeping in Lucas’ bed, too afraid to skelepe (417 ‘It Gets Worst At Night').
Peyton and Lucas also have sex (off-screen) fofitstetime in this episode and from then
on their relationship overshadows the sexual vicéemarrative.

Narratives in which sexual violence operates taade teenage romance function
similarly to those in Chapter 5. However, here ithie victim who is incorporated into the
romance plot. In these overarching storylinesngtted rape operates as a site for the
display of ideal masculinity as central male chemaccomfort and physically protect
female victims. This behaviour then prompts a roticarelationship between the two,
recuperating gendered ideals of romance. Hegenoomistructions of gender and sexuality
further remain untroubled by the dissociation ofusdly violent males from ‘normal’ male
characters. In this way, these narratives porteayal violence as an isolated problem of

an otherwise fully-functioning patriarchy.
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Wise men and wild women: sexual violence as frustra  ting

romance

In the aforementione@ne Tree Hillnarrative, Lucas senses that ‘Derek’ is not to
be trusted and tries to warn Peyton, who dismik&esoncerns. This kind of male
intuition is particularly common in sexual violencarratives in which the abuse operates
to frustrate a romantic relationship. Sexual-vickems-frustrating-romance narratives
occur predominantly iBeverly Hills with five in total, as well as ilthe O.C.and
Veronica Mars These storylines emphasise the effect that sexoleince has on these
relationships. At the beginning of these narratiescouple’s love is emphasised by shots
of them kissing passionately and joking intimat&Within the same episode, a new
character is introduced who, although appearingsalet at first, will ultimately turn out to
be the perpetrator of the sexual violence thatdistthe romantic equilibrium. The abuse
typically takes the form of stalking or attemptege, growing increasingly sexual and
physical as the narrative unfolds. Following a ptgisattack, the couple’s relationship
comes under strain because the victim’s boyfrisrelther hurt that she did not take his
initial warning seriously or listen to his instriaris on how to deal with the aftermath of
sexual violence. Thus, although sexual violencetions in the opposite way to the
previous narratives discussed, it has a similazaug; to restore male authority in a
teenage version of a ‘father knows best’ scenélnterestingly, victims tend to have
absent fathers and thus, their boyfriend takes pat@rnal role.)

In theBeverly Hillsstoryline, Donna is the recipient of obscene, skyxua
threatening phone calls, which start after she afspas a weather girl on the university’s
television station. The phone calls coincide withri@tt Slan, the serial rapist from the
season five narrative discussed in the previousosebeing released from prison. This
prompts Donna to believe he is the culprit. Theatare is unusual in the context of the
genre more widely in that it directly establishiek$ between these obscene phone calls
and Donna’s earlier attempted rape. Although timesiemales often occupy the victim
role repeatedly — Marissa irhe O.C, Peyton inOne Tree Hill- it is rare that connections
are explicitly made across storylinesBaverly Hillsthese connections are not only
established through the figure of Garrett, but &g®onna’s fear. Indeed, she experiences
several flashbacks to her earlier attack, whickieses emphasise the long-term effects of
sexual violence as well as to create connectiotvedam different forms of sexually

abusive behaviour, linking them on the basis offear of what may happen next.
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Notably, Donna’s female friends are relatively wpsortive of her response to the
phone calls, believing that she is over-reactingtdad, it is her boyfriend, David, who
supports and comforts her, accompanying her tedlethouse to file a restraining order
on Garrett and, when this fails, physically threaig him. However, as Donna’s fear
becomes more intense, David grows increasinglytriitesd at his inability to help her and
the couple drift apart. Indeed, when Donna’s stalkeevealed as her classmate, Evan, and
he holds her hostage at gunpoint in the univessiigfevision studio, it is Brandon, not
David, who helps her escape (719 ‘We Interrupt Brsgram’).

The following episode takes place on Valentine'y D&20 ‘My Funny Valentine’)
and focuses on Donna and David’s relationship groklas well as those of the rest of the
ensemble cast. David is frustrated by Donna’s edftessget out of bed following her attack
and his inability to comfort her. This is exaspedatvhen Donna’s fire-fighter ex-
boyfriend arrives and manages to cheer her up.d¥ajgalousy is pronounced,
exclaiming, ‘I've been trying to cheer you up fayd and in walks Rescue 911 and you're
doing cartwheels!” What is notable about this diogyis that the sexual specificity of
Donna’s attack is downplayed. Instead, their retethip problems take precedence and are
framed as ones about trust and jealousy. Whilatteemath of Donna’s attack is touched
upon by her reluctance to leave the house at #edftthe episode, it is quickly forgotten
as their relationship problems take over.

A stalking narrative from season oneltfe O.Cfocuses explicitly on the theme of
male protection. This storyline becomes reconfiguae a narrative about men, specifically

Ryan’s mistrust of his girlfriend, Marissa’s, neskehd, Oliver (Figure 6.3).

Figure 6.3 Ryan’s mistrust of Oliver is highlighted in The O.C. (117 ‘The Rivals’).

Ryan drives the narrative forward, obsessed witlipg that Oliver is dangerous. His
concern for Marissa increases when Oliver crygiiaalentions that he left his previous

school because of an ‘incident’ (117 ‘The Rival&% indicated by the episode’s title,
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sexual violence storylines acroBise O.C.more widely are centrally about male
competition, as | will explore in the following s@ms?> Clinic’'s ‘Come into our room’ is
used as a non-diegetic musical motif underscoriyanf® investigation of Oliver. The
pulsing drum beat, rapid tempo and minor, stacp&no notes increase the urgency as he
breaks into the school to read Oliver’s personealdnd steals a private letter between
Marissa and Oliver. In doing so, he discovers @later has a history of suicidal
behaviour motivated by sexual obsession. As theatiee¢ unfolds, Ryan’s behaviour
becomes increasingly erratic, culminating in Maidsimping him because she can no
longer trust him and a violent attack on OlivereTiarrative focuses too on the reactions
of the ensemble cast to Ryan’s behaviour, almbsf athom condemn his actions. The
viewer, however, knows Ryan’s mistrust is well-fded, having witnessed Oliver lurking
outside Ryan’s house voyeuristically watching Msaigh an earlier episode (115 ‘The
Third Wheel’). As discussed in more detail in Cleaigt, this prior knowledge alters how
viewers'’ interpret storylines. Here it at leasttdly legitimates Ryan’s actions.

Crucially, like theBeverly Hillsnarrative, this storyline is reconfigured as less
about sexual violence and more about romanticioglstips and issues of trust. Ultimately
Ryan’s response is prioritised and Marissa endspapogising to him for not trusting him.
The narrative allows her no space to express argaain at being attacked or taken
advantage of, marginalising the sexual violenckciefd upon her. In turn, because Ryan’s
suspicions turn out to be correct and the threattesofrom outside the relationship, both
male authority and constructions of heterosexualamce remain intact.

Trust is also central to a later storylin€eTime O.C, in which Marissa is almost
raped by Ryan’s brother, Trey, while dating Ryalne Bttempted rape follows
interweaving narratives involving infidelity andefwards Trey tries to frame it as
consensual to Ryan who suspects the two may bednaw affair (221 ‘Return of the
Nana’). Yet it is clearly positioned as violent amdvanted. It occurs when Ryan is in
Miami, therefore, like th&riday Night LightsandOne Tree Hillnarratives discussed in
the previous section, Marissa’s vulnerability isghéened by her distance from her usual
protector. Marissa and Trey spend time togetheleaRyan is away, drinking margaritas
to celebrate Trey’s new job. Growing increasinglyrk, and slightly uncomfortable with
Trey staring at her, Marissa suggests they go feal& on the beach to get some air. As
she leaves, the camera lingers on Trey secretiyisga@ocaine. The emphasis on the

perpetrator’s behaviour prior to the attack is biytainusual for all types of sexual

%9 Marissa’s attempted rape in season two becomes a story about Ryan’s competition with his
brother and her sexually-motivated death in season three becomes reconfigured as Ryan’s
quest to hunt down her Killer.
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violence narratives in the genre, although hesegpgests that sexual violence is the
outcome of drug use rather than dominant constmstof gendered sexuality that promote
male dominance and female submission.

On the beach Trey’s behaviour is erratic, indincpthe effects of the drug. He
howls and swings Marissa around before grabbinghdrtelling her, ‘I've seen the way
you look at me’. Marissa appears shocked. Mobitearawork and quick editing enhances
the dramatic tension as she tries to escape lpsTne attack is explicitly framed as a
result of his class-related inferiority complexgaly asking, ‘What, am | not good enough
for you?!’, before knocking her to the ground. Taenera cuts quickly between long shots
of him lying on top of her and facial close upsath, his aggression and her fear
highlighted, before she hits him with a log andsreff. Again, unusually the camera
lingers on Trey as he moans frustratedly, raises$i$ts in the air and sinks to his knees
with his head in his hands. In the following scémecamera further emphasises Trey’s
reaction to the failed rape. Ryan phones Marissiatla® camera cuts to her phone lying
discarded in the sand. Trey picks it up and starés In a lingering side profile long shot
he appears upset and preoccupied, no longer thiegte

Marissa keeps the attempted rape a secret foretktetwo episodes and thus, the
narrative remains singularly focused on her emafioesponse. She is visibly afraid of
Trey, avoiding him when possible and experiencshtbacks when kissing Ryan (222
‘The Showdown’). In this scene the viewer is pasigd beside Marissa’s head as they
kiss, yet emphasising the traumatic aftermath efréipe, the camera cuts between her
kissing Ryan and Trey aggressively kissing her. itre-diegetic sound of waves and
dialogue from the beach further express her fedmain before she pushes Ryan off and
flees the room. As outlined in Chapter 4, teen @aeries use flashbacks sparingly, thus
heightening the dramatic tension of this scene.

Later in the same episode, Trey apologises tahershe angrily responds, ‘Me?
Me? What about Ryan? He’s your brother!. From ot on, the storyline becomes
largely reconfigured as one involving fraternahiiy. Indicating this narrative shift away
from sexual violence, the season finale featurdsratic fight between Ryan and Trey,
resulting in Marissa shooting Trey to protect Ry224 ‘The Dearly Beloved’). From the
start of season three onwards, this shooting, wikicltably motivated by Marissa’s love
of Ryan and not her anger at Trey, takes precedemt¢he attempted rape is overlooked.
Indeed, season three takes place months in theefutllowing the programme to sidestep
Marissa’s trauma. Ryan and Marissa remain togethdrhave sex for the first time later in
the season (303 ‘The End of Innocence’), but, @taty, their relationship is unable to

withstand the aftermath of the attempted rape hey break up.
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In these narratives, the sexual violence occurgevihe victim is in a relationship,
yet the threat comes from an outside characterlydeaving ideals of heterosexual
romance untroubled. Both narrativesTime O.Callow the perpetrator slightly more back-
story and, in turn, a degree of sympathy, but adiie the narratives discussed in the
previous section as well as in Chapter 5, the pexfoe is marked as distinct from the
series’ central males. The emphasis on the aft@rorathe victim varies. Both thgeverly
Hills storyline andrhe O.Cnarrative from season two use flashbacks to hightige
emotional effects of sexual violence on the victikhthe same time, though, the victim is
not depicted with any of her female friends follagiithe attack, thereby closing down the
possibility for a shared gendered identity. Insteadle responses are privileged. The
narrative shifts away from sexual violence to foonghe troubled romantic relationship

between the couple, to which issues of trust aenafentral.

Angry exes: Sexual violence as a warning about the dangers of

choosing the wrong man

In the previous section although sexual violenastfates romantic relationships,
hegemonic constructions of heterosexual romancairem tact. This section considers
sexual violence storylines thiatlow the end of relationships, thus, potentially rernugri
constructions of heterosexuality problematic. Thgpes of narratives occur
predominantly in series with heterosexual heroifibgre are five in total acro8aiffyand
Veronica Marswhich | discuss further in the following chaptelere, | look at a narrative
from season three dhe O.C.jn which Marissa — ever the victim — dies as a ltesfithe
frenzied sexual-possessiveness of her ex-loveghédl, who runs her off the road in a
high-speed car chase (325 ‘The Graduates). Masiskith coincides with the season
three finale and the aftermath stretches into sefmo. The shocking and serious outcome
of this storyline in which the victim dies is foumdtwo of these types of narratives in
BuffyandVeronica Mars® These narratives are inextricably linked with teamg’s
dominant representations of gendered sexualitthdee storylines, sexual violence is
framed as a warning about the perils of choosiegittong man, resonating with the
genre’s portrayal of female sexuality as a muchenttangerous and vulnerable space than
male (see Chapter 4 for a fuller discussion).

The connection between these storylines and theegethominant portrayal of

gendered sexuality becomes clearer through a catipaanalysis of narratives in which

0 See Buffy episode 613 ‘Dead Things’ and an overarching sexual violence narrative in Veronica
Mars involving her best friend’s murder by her older lover (101- 222).
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male teenagers are sexually harassed by ex-loAensoted in Chapter 2, | have not
termed these narratives ‘sexual violence’ due ¢catisence of fear on the male’s part. For
example, in a two-paBeverly Hillsstoryline, Brandon separates from his girlfriend,
Emily, after she slips him a drug without his camtsehile at a club (215 ‘U4EA’). In the
following episode (216 ‘My Desperate Valentinehesdisplays obsessive behaviour,
phoning him and hanging up, leaving him presentsraanipulating situations to be near
him. Although polysemic readings of Emily’s behawi@re enabled by the different
perspectives of the ensemble cast - Brenda repgatisthnces Emily’s behaviour from
that of a normal ex-lover, stating clearly thaistts about a fatal attraction’, while the
other females in the programme are, at least liyitisympathetic to Emily - Brandon
expresses no emotion other than mild irritatiore gknre’s dominant portrayal of males as
sexually ever-ready and willing further disguisesily’s harassment. For example, when
she gets into bed with Brandon and starts to kiss lhe immediately reciprocates. Indeed,
later in the series, Brandon and Emily rekindlartr@mantic relationship (412 ‘Radar
Love’, 413 ‘Emily’, 513 ‘Up In Flames’, 514 ‘Injuite for All’).

The lack of danger that former female lovers posthése types of storylines
resonates with narratives in which males are sgxbarassed more widely. Inzawson’s
Creekstoryline from season five, when Pacey is sexuaassed by his female boss
(played by the classic television femme fatale riBveFenn) again the abusive aspects of
her behaviour, essentially telling him that shd willy reconsider firing his girlfriend if he
kisses her, are obscured by his attraction towaed$520 ‘Separate Ways (Worlds
Apart)).** In a scene marked as comedic by jaunty, non-diegetsic, Pacey confides in
Jack. While he notes that he is ‘the victim of untea sexual advances’, he does so with a
smirk prompting Jack to ask if his boss is hot (5%%fter Hours’). This equation of male
sexual attraction to women with women’s power awen is problematic. It overlooks the
female’s sexually violent behaviour and leavesauwn for male characters to experience
any emotion other than bewildered arousal, reimfigrthe myth that male sexuality is
detached from the male in questidnsimilar pattern occurs in storylines in which mal
teenagers have sex with adult femdfes.

Thenarrative fromrhe O.Cis similarly linked to notions of gendered sextyali
but here it has a much more serious outcome, tafteByers’ argument that females have

more to lose from engaging in sexual activity thaades (see Chapter 4 for a fuller

%1 See also season five of One Tree Hill when Nathan is sexually harassed by (and simultaneously
attracted to) his son’s female nanny.

%2 See Julie Cooper and Luke’s relationship in season one of The O.C. or Pacey and Tamara’s
relationship in season one of Dawson’s Creek for examples.
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discussion). In this storyline, sexual violencé&aned explicitly as the result of Marissa’s
poor choice of sexual partner. Volchok is coded dsad boy’ from the outset through his
performance, appearance and the spaces he infabitsheavily tattooed, perpetually
swigging from a beer bottle or hip flask and liwes dusty, dirty, sparsely furnished and
dimly lit apartment. Further, like the other perpédrs of sexual violence discussed in this
chapter, he is an outsider to the teenage commuMadyissa begins dating and sleeping
with him after her friend, Johnny, dies and, sigaifitly, their relationship is portrayed as
part of a long chain of self-destructive behaviduring their relationship, Marissa is
gradually drawn into drug and alcohol abuse anahity as her friends and family despair.

This storyline shares many similarities with oteexual violence narratives in the
programme. For example, even though Marissa and Rgdonger date, the storyline once
more casts her as the victim and him as her parteas the narrative becomes
reconfigured as a battle between men. This themesmut across the storyline. Marissa
ends her relationship with VVolchok after catchimg lcheating on her at the prom. Shortly
afterwards, it is discovered that the prom commaitenoney is missing. Ryan
immediately and correctly suspects Volchok andjatfensues between the two after
Volchok makes a comment alluding to his sexual pawer Marissa. Ryan beats Volchok
until he is nearly unconscious, an event that Vakctinen uses to blackmail Ryan into
helping him steal a car and supply him with mondgrissa becomes involved when
Volchok tells her that he will make Ryan’s life alebad’ if she does not see him. When
Marissa refuses, Volchok becomes increasingly aagdya high speed car chase ensues
which results in Marissa’s death.

The chase sequence is highly dramatic, charaetehyg fast-paced editing, mobile
camerawork, faint non-diegetic minor notes, thgei& sound of screeching tyres,
revving engines and Marissa’s screams as Volchuois taeir car repeatedly. Facial close
ups emphasise Marissa’s and Ryan'’s fear and Volslasiger. As the pace of the editing
and volume of music increase, Volchok rams the sideyan’s car, sending him and
Marissa careering off the roadside. The vieweostmoned from Marissa’s point of view
behind the windscreen as the car crashes dowrmep Bikonto a road below. The sounds
of glass smashing, metal crunching and Volchok'esyscreeching as he drives off are
amplified before the car comes to a halt and sédeaovelops the scene. The camera
remains static, before cutting to a lingering clapeof Ryan as he starts to move. Realising
that the car is about to explode, he carries Marmgg and at this point, the non-diegetic

opening strains of Imogen Heap’s version of Leor@@otien’s ‘Hallelujah’ are audible.
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This song is significant, appearing earlier in $keees to mark moments of pain and
transition®®

As Ryan walks away from the wreckage with Marigshis arms, the scene is
layered with ghostly images of past footage fromghries’, emphasising moments when
Ryan protectively carried Marissa in a similar Wa{figures 6.4 and 6.5). The Christ-like
iconography of this image enhances the notion afidda as a perpetually tragic figure
who cannot escape her victimisation and, yet,Ryian who is cast in the role of sacrificial
martyr, always coming to her rescue (and the restoéher characters in the
programmej: As the car explodes, the lyrics of the song, ‘Bhby been here before...’,
directly allude to this repetition. The scene ghty emotive. The music stops as the
camera cuts between tight close ups of the two mgalMiarissa’s last breaths clearly
audible. Ryan is framed alone, prioritising his ¢omal response, while Marissa is framed
in his arms as she dies. The music restarts asathera cuts between Ryan'’s tearful shock
and scenes from the season one finale, when héa@hidarissa as he was driven away,
thus reiterating that this is a story about Ryaymisf rather than Marissa’s death, the
culmination of her abuse at Volchok’s hands. Notaht Marissa’s death is not through
Volchok’s direct contact with her, he is writtent@i this death scene.

In a final long shot, Ryan is crumpled over Maris¢aody as the camera slowly
pulls further away to the final strains of ‘Hallgh’. Season four begins darkly and, like
almost all sexual violence narratives in the s&iéise storyline becomes reconfigured as
Ryan’s quest to find and punish Volchok. Paralieks frequently made between Ryan and
perpetrators of sexual violence in the series,dasehis outsider status having only
moved to Orange County in the pilot and, in relatio Trey and Volchok, his class. Yet,
ultimately, he is marked as distinct from these maemis chivalrous, tolerant and kind
behaviour. He talks Oliver out of committing sugjdisits Trey in hospital and in this

case, allows Volchok to be arrested unharmed.

83 Jeff Buckley’s version was used at the end of season one when Ryan moved home, Marissa
despaired and Seth ran away.

% See the pilot episode when Ryan found Marissa passed out on her front steps and 107 ‘The
Escape’, when Marissa overdoses on painkillers. Both of these scenes are linked by the non-
diegetic music of Mazzy Star’s ‘Into Dust'.

% In 401 ‘The Avengers’, Sandy remarks that Ryan saved the whole Cohen family in various ways,
although notably this is never from sexual threats. Indeed, it is always Marissa who is the victim
of sexual violence and notably not Summer, her feistier best friend.

% The one exception is a storyline in which Marissa’s mother, Julie, is blackmailed with a
pornographic video she starred in in the 1980s.
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Figures 6.4 and 6.5 Christ-like poses as Ryan prot  ectively carries Marissain The O.C.
episodes 107 ‘The Escape’ and 325 ‘The Graduates’, respectively .

Storylines in which sexual violence follows thedest romantic relationships are
potentially the most provocative, explicitly reniahgr normative constructions of
heterosexual romance problematic by positioningstheual violence narrative
immediately after the couple have broken up. Howewerhe O.C.the distinction
between Ryan and Volchok is significant. Ryan repngs ‘good’ masculinity in his heroic
attempts to protect Marissa, while Volchok représdmad’ masculinity in his aggressive,
and ultimately fatal, sexual possessiveness. Tikigdtion means that connections

between masculinity and sexual violence are lardelguised. Further, ideals of
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heterosexual romance remain untroubled. Althoughaeviolence operates here as a
warning about the dangers of choosing the wrong, iRgan and Marissa’s on/off
romantic relationship, which is consistently poy&d in the series as desirable, despite its
problems, remains in tact. Sexual violence is, thostrayed as the domain of an
individual bad man.

It is notable thaThe O.Cis male-fronted. As demonstrated throughout this
chapter, in the series more widely sexual violdmeeomes reconfigured as a narrative
about men, privileging Ryan’s responses rather Marissa’s. In female-fronted series,
these narratives are framed differently, focusing@ademale perspective on sexual
violence. Further, perpetrators in these storylamesnot always marginal figures. For
example, Buffy is sexually harassed by two of helowers, both central male characters
in the series. This indicates that the context lictv these storylines take place affects how

they are framed, as | shall discuss further infélliewing chapter.

Raised voices: Sexual violence as a catalyst for ‘c~ oming out’

The title of a two-parDawson’s Creekarrative, 214 ‘To be or not to be...” 215
‘That is the question’, illustrates the central cem of homophobic abuse narratives with
issues of self-identity and ‘coming out’ ratherrthaith romantic relationshigs$.Although
there are hints that a character is homosexualdéfe abuse takes place, sexual violence
operates as a catalyst for them to explicitly ‘cavnég, either directly after the abuse or
three to four episodes later. Unlike other stosdimn the genre in which, like soap operas,
the divulgence of secrets usually creates furtteeyknes, the disclosure of homosexuality
operates as a narrative end point, suggestingcting out’ was the problem for the
homosexual character to overcome rather than widadghomophobia. In turn, it places
the onus for change firmly on the victffnTeen television scholars have tended to focus
on these moments of disclosure rather than on tmaants of sexual violence that precede
them, reflecting wider television scholarship omtosexual representations (Dow, 2001;
McCarthy, 2003; Davis, 2004). In this section, Iniveo develop upon this work by
contextualising coming out narratives in relatiorpteceding homophobic abuse
storylines. To do so, | will look at homophobic abwnarratives involving central gay
character, Jack, in seasons two and fivBafvson’s Creelknd, more marginal bisexual

teen, Anna in season two Ohe Tree Hill

" Homosexual characters may be in heterosexual romantic relationships when this violence
occurs, but the narrative emphasis remains on them coming out.

68 Notably, homophobic abuse also operates as a catalyst for coming out in episodic narratives in
Beverly Hills (426 ‘Blind Spot’) and Veronica Mars (214 ‘Versatile Toppings’) as well.
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It is important to note that these narratives hareeedents in episodic storylines
across the genre. BoBeverly Hills(426 ‘Blind Spot’) andMy So-Called Lifg115 ‘So-
Called Angels’Yfeature homophobic abuse episodes that aired i#.189hese narratives,
homophobic abuse is framed as a ‘very specialeissheMy So-Called Lifepisode
provides a useful example. The episode opens wigeigteen, Rickie, coughing up blood
in the snow. It is marked as ‘very special’ frore thutset: it aired on the P2f December
and the narrative takes place on Christmas Eviyriag guest star, singer/songwriter
Juliana Hatfield as an angel. Fantastical elemenrits,the exception of dreams, are rare in
the series, limited only to one-off holiday spesisiich as the Halloween episode (109
‘Halloween’) which featured a teenage ghost. Itstoie however, treat homosexuality as
the ‘issue’, but rather links it to teenage homatess and parental neglect more widely.
Here, homophobic abuse does not operate as tHgstdta Rickie to come out, although
he does so four episodes later in the series'di(El9 ‘In Dreams Begin
Responsibilities’).

In contrast, th®awson’s CreelandOne Tree Hillnarratives aired in 1999 and
2004-5, respectively, and in keeping with the sdwfiay from social issue episodes in the
late 1990s discussed in the previous chapter, acdhmore self-conscious about their
portrayal of homophobic abuse as an ‘issue’. Deghis growing self-awareness,
however, these narratives, also bare strong resewds to social issue storylines. The
dialogue is frequently didactic and the narratifgesis on the different ideological
perspectives of the ensemble cast and explordtémenath of the abuse on the victim.
Several television scholars have identified thiglency of programmes to treat
homosexuality as an ‘issue’, arguing that queerasgntations and televisual seriality exist
in opposition to one another, since programmeseamistant to portraying same-sex desire
as everyday and uneventful (McCarthy, 2003; AlIE995). This leaves scholars to
question if overt homosexuality can ever be degdiet®anything other than an issue
(Davis, 2004: 128-9).

In season two dbawson’s CreekJack’s supposed heterosexuality is called into
question when a callous teacher forces him to agaersonal poem aloud in class, which
hints at his same-sex desire. As a result, rumguickly circulate around the school that
Jack is gay. I"©One Tree Hill there are also hints that Anna may be homoséefale the
abuse takes place. In both programnties,moment of abuse occurs similarly, taking the

form of homophobic graffiti spray painted on a leckFigures 6.6 and 6.7).
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Figures 6.6 and 6.7 Institutional homophobia in Dawson’s Creek (214 ‘To Be Or Not To
Be...") and One Tree Hill (210 ‘Don’t Take Me For Granted’).

However, inOne Tree Hill it is not Anna that is the target, but her hedexwal friend,
Peyton. It is later revealed that the perpetratdrina’s homophobic brother, Felix, and
that he targeted Peyton to deflect attention away this sister. In this way, the narrative
has two victims, as Anna is aware that the abuatsdspartially directed at her. Unlike
other sexual violence narratives which take placgeiserted settings, the abuse occurs
publicly in the densely populated school corridss.indicated by figure 6.7, i®ne Tree
Hill anonymous students walk past the front of cluttér@ahes, while Peyton and Brooke
occupy the background. In both programmes, whispenneate, while the victims — Jack,
Peyton and Anna - are conspicuously silent.

In Dawson’s Creeknelancholy instrumental non-diegetic music begihen
Andie, Jack’s sister, spies his defaced locker. el@w, the viewer is aligned with Jack’s
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point of view and thus, it is not until he seethdt camera sharply pans 180 degrees to
reveal a close up of the locker, accompanied hydden loud noise. The red spray painted
letters of ‘FAG’ drip ominously, the blood-like @alr further connoting threat. The
different perspectives of the ensemble cast aréhasiged in tight facial close ups along
with those of anonymous students, although it é&'dgpoint of view that is privileged.

Joey, Jack’s girlfriend, appears worried and téaFacey looks away in disgust and Andie
tearfully tries to smile at Jack to show her suppdrile random students are depicted in
groups, whispering to each other. Jack’s fear amoeerassment is palpable. Framed to the
left of a medium close up, he looks down, swalltwwavily, sniffs and glances around
furtively. As he walks to his locker, a long sheiterates the crowded nature of the space,
with Jack pushed to the far right of the frame atigbrs standing in front staring. To try to
counter the allegations, Joey asks Jack to kisbhethey are marginalised in another

long shot as they do so, the words ‘FAG’ still pinent at the top centre of the frame. The
scene ends by reemphasising heterosexual chataestons, as the camera cuts to close
ups of anonymous students staring and then pamsBawson to Pacey to Andie, who all
look worried.

In these narratives, the closeted state is depagedspace of danger, supported by
the representation of marginal closeted charaetesexist bullies. IGossip Girl,for
example, gay character, Asher, maliciously foramy to tell others that she lost her
virginity to him in order to quell suspicions abdis sexuality (116 ‘All About My
Brother’)* Coming out typically transforms these figures isympathetic characters. In
Buffymarginal male character, Larry, goes from verbsdlyually harassing female
students and grabbing Buffy’s bottom to helping\tetims of bullying after coming out
to Xander (215 ‘Phases’). Indeed, central homodecheracters are predominantly
represented positively (Davis, 2004: 134). As Getagemarks, albeit in relation to soap
operas, these characters function didacticallpleéad for tolerance and in turn, highlight
the programme’s liberal position (1995: 159). Nbtaberaghty made this observation in
1995 and thus, it is interesting that this tendguengists more than a decade later.

Repression itself, then, is a form of self-abudeictv can only be fought by coming
out. Therefore, like the other sexual violence atéres discussed, the onus for change
remains firmly on the victim rather than the perattr. Coming out is linked to liberation
and presented as a highly subjective, individudlese. There is a tension between
portraying homosexuality as something that has ydvieeen inherently inside these

characters (Jack and Anna both refer to ‘carryinground) and verbally ‘coming out’ as

69 Additionally, in this episode it is revealed that central male teenager, Eric, tried to commit suicide
(before the diegetic world of the series began) because he was gay and closeted.
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the creator of truth (Davis, 2004: 132). Althoufkre are hints that Jack is gay in
Dawson’s Creekit is not until he utters the words that the véewnows for sure.

In Dawson’s CreelandOne Tree Hilfamily members are often the most reluctant
to accept their child or sibling’s sexuality. Thesehanges are highly emotional, typically
characterised by angry, tearful dialogue, raisedes hurt expressions, slamming doors
and, ultimately, familial rejection. Melancholy ndiregetic music intensifies the tense,
sombre atmosphere at key moments, but otherwisescdnes are usually notably silent,
making the gay character’s tears and hiccups alitbre audible. Thmise-en-scene
further underlines the teenager’s emotions andiathie of the narrative. For example,
Jack’s disclosure to his father, a marginal charaotDawson’s Creekvho appears for the
first time in this episode, illustrates these patie Taking place in the hallway of their
large and formal house, a shot/reverse shot steicfuight close ups captures their heated
exchange, the camera occasionally cutting to Anttie remains silent. The costuming,
framing and movement within it emphasises the degtebetween Jack and his family
members. Jack slumps on the bottom stair as he @nie apologises for being gay, while
his father and Andie remain static, turned awagnftom (Figure 6.8). Yet, as Jack
continues to cry, Andie joins him and the two agarfed side by side. At this point the

narrative shifts and Andie finally confronts theald, neglectful father and tells him to

leave.

Figure 6.8 Familial distance in the coming out nar  rative in Dawson’s Creek (215 ‘That is the
Question’).
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It is significant that Jack’s and Anna’s confessigand coming out scenes more
widely in teen series) never end on a wholly negatiote, reiterating the genre’s
engagement with discourses of positive represemntaliack’s father may leave, but Andie
remains supportive and Anna later finds acceptfioe her parents off-screéh.
Furthermore, when homosexual characters come dbeioheterosexual friends, these
revelations, after initial surprise, are met witltgptance, understanding and kindness.
Select sympathetic central adult characters rémdiasly, but the emphasis remains on
exchanges between teenage friends. Again the emaditipand subjectivity of the
revelation is highlighted by tight facial close sl soft, gentle, non-diegetic music as the
camera cuts between the two characters. The dialofjthe homosexual teenager is
prioritised in lengthier shots as their frienddiss supportively. Backgrounds are often
plain, drawing attention to the characters’ faeigbressions. Coming out is characterised
as a difficult experience, illustrated by the homasl character’s lengthy sigh, averted
gaze, tearful expression, breaking voice and simduades. Their speech is often peppered
with ‘ums’ and ‘ahs’. Unlike familial conversationthese disclosures take place in settings
that connote warmth, safety and friendlinessviinSo-Called Lifefor example, Rickie
comes out to his friend Delia at the kitchen tadfleis new home, having been taken in by
gay teacher, Mr Katimski following his homelessnesslike Jack’s cool, formal home,
the earthy tones of exposed brickwork of the walisrm lighting and personal artefacts
strewn around the room connote intimacy and frieipdsSimilarly, inOne Tree HillAnna
comes out to Lucas outdoors on a riverside baskethart — a space that connotes
friendship and loyalty in the series — and is mith\& smile and a hug.

Coming out operates as the narrative end poirtidtn Rickie and Anna. IMy So-
Called LifeRickie’s revelation occurs in the series’ finaldyile Anna leaves Tree Hill
after she finds acceptand@awson’s Creekliffers in that Jack remains a central character
after coming out in season two until the serigsale in season six. His integration into the
day-to-day life of the series suggests that ovemdsexuality can be portrayed as
something other than a one-off issue and yet, hgthls storylines remain inextricably
linked to his sexuality in a way that differs frahose of his heterosexual friends. While he
does have boyfriends, sharing his first same-sextvo seasons after coming out (420
‘Promicide’), his most significant relationshipvisth Jen, whose baby he adopts in the
series’ finale when she dies. Indeed, in an eagfiesode in season four, Jack and Jen share

a kiss that occupies much more screen-time andichmmore heated than any of his same-

"0 Jack’s father also accepts his son’s sexuality later in the series and tries to make amends for his
previous treatment of him.
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sex kisses (414 ‘A Winter's Tale’). In the sameseplie, he tells Jen that he is scared ‘I'm
never going to find a guy | love as much as | lgga’.”*

In college, Jack joins a fraternity and experiesntether homophobia when his
fraternity brothers beat him up (513 ‘Somethingd#if). Yet, although Jack is open about
his sexuality at this point in the narrative, tloertophobic abuse operates as a catalyst for
him to ‘come out’ all over again, this time to atirnity member, Eric, who asks what
coming out was like (514 ‘Guerilla Filmmaking’). &scene follows many of the patterns
of the aforementioned revelatory moments. JackEarware framed side by side, lying
back on the rug in his room, and overhead closghogs cut between the two as Jack
describes the experience. Non-diegetic melanchalyierintensifies the emotionality of
the scene. However, in contrast to the other ‘cgmomt’ narratives discussed in this
section, Jack’s revelation to his friend is not meh acceptance. Eric later lies to the
other members that Jack tried to kiss him, leatbhngack being ostracised from the
fraternity. This is the end point for the storyliaed Jack is marginalised in the following
episodes. Itis only a few episodes later thattbeer learns that he has moved back in
with Jen and Grams. (It is interesting to note Hxd later comes out and is rendered
sympathetic, reinforcing this notion of the genrergjagement with discourses of positive
representation).

Thus, although Jack challenges the notion thatdsexuality can only ever be
represented as an ‘issue’ by remaining a centaxbacher, the above narrative highlights
the limitations of representations of homosexuatitieen drama series and television
more widely. The narrative patternawson’s CreelandOne Tree Hill whereby coming
out follows homophobic abuse storylines, suggdststhese revelations are the solution to
the problem of homophobia. This, in turn, obscuhesseriousness of the abuse and
problematically places the onus for change on tmdsexual character. In the season two
narrative inDawson’s Creekfor example, the perpetrator is never revealbolang the
programme to sidestep this issue altogether. As Biweinctly puts it, albeit in relation to
another context, ‘the secret being kept isn’t hoemaality; it's homophobia and
heterosexism’ (2001: 104). Indeed, although ovéfrdfahe US teen drama series that |
analysed feature homosexual characters who ampty relegated to one-off episodes,
coyness still surrounds the visual representatidromosexual practices in a way that does

not affect the depiction of heterosexual practices.

" It is important to note that this is not always the choice of programmes makers (Kevin
Williamson, the creator of Dawson’s Creek, for example, is gay himself), but network pressure.
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Conclusion

The over-arching sexual violence narratives disedsn this chapter highlight the
tension between education and entertainment unteng teen drama series, discussed in
Chapter 2. On the one hand, many programmes haageartla to educate young viewers
on issues such as sexual violence. As noted imtiaduction to this chapter, teen,
feminist and television scholars more widely temdiatvour the serial form over the
episodic for dealing with issues in greater comipyexndeed, these overarching narratives
allow the issue of sexual violence to be explorethore detail. There is a greater
emphasis on the aftermath on the victim, often $owy on their fear over a number of
episodes. Further, perpetrators, while remainingnecurring characters who are distinct
from series’ ‘normal’ males, are afforded slighttyre of a back story with reasons
offered (albeit flimsy ones) for their behaviour.Beverly Hills in particular, the
programme’s serial form allows for a sexual viokemarrative to be revisited at a later
date, establishing connections across differem$oof abuse and highlighting the long-
term effects of sexual violence on the victim.

On the other hand, programmes also need to eintarid appeal to the consumer.
This is achieved through repetitive narrative coated formal structures - e.g. cliff
hangers, pacey editing and positioning these naesaat season finales - that are designed
to engage the audience. Sexual violence narrativ@sie Tree Hill Friday Night Lights
andBeverly Hillsall draw on the conventions of horror movies tagh&en this dramatic
tension, such as shaky, hand-held camerawork, shalighting and ominous non-
diegetic music. The perpetrators in these narra@re akin to horror movie monsters —
incredibly violent, relentless in their pursuit amelar indestructible.

It is notable that overarching sexual violenceatares rarely interrogate the
relationship between this abuse and hegemonic remtisins of gender and sexuality.
Instead, with the exception of homophobic abuseatizes, these storylines are embedded
in teenage romantic relationships and, thus, sesakince functions primarily as a plot
device to advance or complicate these romancescdihieal concern of these narratives is
how this abuse affects romantic teenage relatipssihndeed, although many of the
storylines discussed in this chapter coincide witktretch over season finales, the
romance plot achieves greater narrative signifieahan the moment of sexual violence. It
is break-ups or first kisses that coincide withseegfinales rather than attempted rapes.

Not only do teen scholars isolate the serial fagibeing better equipped to deal

with sexual violence in complexity, but many alsont to female-fronted series as
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offering particularly conducive spaces for intetgg gender inequalities (Braithwaite,
2008; Bolte, 2008). These series potentially cingéethe dominant understanding of
sexual violence as a personal rather than a waBalsssue, perpetrated by individual
‘bad’ men, privileged by other programmes. Indeedhese series perpetrators of sexual
violence are often central male characters. Mone®@wfyandVeronica Mardeature
overlapping episodic and overarching sexual vicdkemarratives, thereby indicating the
pervasiveness of gendered sexual inequalities maadicg links between different types of

sexual abuse. Chapter 7 will explore sexual viadeindemale-fronted series further.
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Chapter 7
Heroine Television: Sexual Violence in Female-

Fronted Teen Drama Series

Introduction

In Chapters 5 and 6, | argue that representatibaexual violence in teen drama
series, while incorporating some feminist anti-rdgeourses such as an emphasis on the
emotional aftermath on the victim, predominantlyrkvto reinforce the patriarchal status
guo and rarely disrupt or problematise normativestractions of gendered sexuality.
Sexual violence tends to be portrayed as the doofaion-recurring male characters who
are marked as distinct from ‘normal’ males in thesmgrammes. In turn, sexual violence
often operates as a site for the performance af isk@sculinity as central male characters
protect female victims. As such, these narrativeguently privilege male responses to
sexual violence. This finding is not unique to saExuolence representations in teen drama
series, but resonates more widely with the findioigSuklanz (2000), Projansky (2001)
and Moorti (2002) on rape representations acrdey dictional formats.

By contrast, in female-fronted teen series, theihets point of view and, in turn, a
female perspective on sexual violence is privilegegisuch, several feminist television
scholars argue that these programmes offer a nooi@ucive space from which to expose
and critique gender norms and inequalities (Bavi@§®4; Braun, 2007; Bolte, 2008;
Braithwaite, 2008). This argument is not new, noeglit specifically apply to female-
frontedteenseries. Writing in 1997, Brunsdon identifies ansanéfeminist television
scholarship as textual studies of ‘heroine telewi's{1997: 34). Using predominantly
female-fronted sitcoms as examples — Kage and Allie(CBS, 1984- 9)Designing
Women(CBS, 1986- 93) an@lhe Golden Girl§NBC, 1985- 92) — she argues that ‘these
shows are all, in some fundamental way, addregsimgnism, or addressing the agenda
that feminism has made public about the contradiadlemands on women’ (34).
Feminism is an unavoidable context for female-fednprogrammes and it is this that |
want to explore further in this chapter, lookindghatv this context intersects with
representations of sexual violence.

My timeline research supports this view of fematented series as being different,
revealing that these series differ significanthhow they position sexual violence in

relation to series’ structures (see Appendix Besehdifferences occur across US and
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British texts and, thus, in this chapter | will exaeVeronica MarsandBuffyalongside
Hex'?

HexandVeronica Marshoth feature representations of physical sexud¢re in
their pilot episodes in the form of sexual assantt rape, respectively. In both series, the
heroine is the victim and the perpetrator is are¢male teenage character. The pilot of
Buffyalso features representations of sexualised viel&rien male and female vampires
prey respectively on a central female and margmale. In keeping with representations of
sexual violence in supernatural series more widbbsexual nature of this abuse is
implicit, signaled by vampires, figures that traafially connote sexual threat, and the
dating context in which the violence takes plaoehk pilot, in an analogy to date-rape,
the vampires use sexual attraction to lure thesuapecting victims to a deserted place
before attacking them. As noted in Chapter 5, ehaot included vampire attacks in my
study of sexual violence, however, in this chapteill look at this opening episode in
more detail as it establishes an important coritewthich the rest of the series’
representations of sexual violence take placell khr@e programmes, representations of
sexual violence or sexualised violence in thesa ppisodes function similarly to
highlight the series’ engagement with feminist @mne from the outset. Notably, the pilot
of another female-fronted seriddy So-Called Lifealso features sexual violence (as
discussed in Chapter 5), but as the rest of thgranome differs structurally from other
series fronted by heterosexual heroines (arguadstaise it dates from an earlier time), |
have chosen to omit it from this discussion.

While other teen drama series tend to depict dpisand overarching sexual
violence storylines sequentially, BuffyandVeronica Marsthese narratives often run
concurrently. The first seasondéronica Marsfor example, features two concurrent
over-arching sexual violence narratives which alen intersect with episodic sexual
violence storylines. As we shall see, these overtam create thematic links between
storylines, thus highlighting the pervasivenesteehage sexual violence and establishing
links between different forms of abuse. Alterndijy¢hey can operate to further
relationships between characters or function tdicage central, usually male, characters
as perpetrators of multiple forms of sexual ablibe. most complicated narrative overlaps
occur towards the end of seasons, leading uprmatl finalesHex,arguably due to its

shorter structure, has no overlapping storylines.

"2 It is important to note that these differences are not just predicated on the gender of the
protagonist, but on her sexuality also. In terms of representations of sexual violence, Sugar
Rush, which features a lesbian central character, has more in common structurally with a male-
fronted or ensemble cast series. | look at this in more detail in the following chapter.
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Finally, each series also ends with a sexual viderarrativeBuffy, Hexand
Veronica Marsall end with the resolution of an overarching séxti@lence narrative in
which the series’ protagonist is fighting againstendomination, with varying degrees of
success. This pattern suggests that sexual violencains a central concern throughout
these programmes.

It is these structural differences that determireedtructure of this chapter. | will
begin by looking at representations of sexual vioiein pilot episodes, before moving on
to consider overlapping sexual violence storylinegll then examine sexual violence

narratives in finale episodes, before offering sameclusions.

Pilots

Pilot episodes serve a particular function in theaber context of teen drama
series, at once establishing the series’ similaoitgnd difference from other teen
programmes. As Mittell explains, ‘for a televisiseries, a pilot is the primary site for
establishing intrinsic norms for the ongoing serégaxl making clear connections to the
relevant external norms of genre, narrative, madd, style’ (2009). The presence of
sexual violence in the pilots of female-frontedegrthen, suggests that an engagement
with feminist concerns is an ‘intrinsic norm’ ofetbe types of programmes. This section
will explore this pattern in more depth, but figstiwant to outline other ‘norms’ d@uffy,
HexandVeronica Mars as established in their pilot episodes, in otdehen consider
how these intersect with representations of sexioédnce. As Chapter 4 illustrates, many
of these norms are not unique to series with feqadeagonists, but this particular context
affects how they are framed.

The recurring feminist critical argument that tesenies with female protagonists
offer a particularly conducive space for critiquiggndered norms and inequalities is
inextricably linked to the centrality of a femalarrative perspective (Braithwaite, 2008;
Bolte, 2008). All three series establish this fesagrspective through the amount of
screen-time and space that the heroines are affovéeonica Mardurther reinforces a
female point of view through Veronica’s voice-ovehich is more prominent in the pilot
episode than at any other time. This voice-ovenddeeen and noir sensibilities. In
keeping with the noir hybridity of the series,stdften highly cynical and serves an
expository function, revealing clues to the viewsrVeronica investigates her cases and
thus, helping to orient the viewer in relation tomplex narrative arcs. Yet, emphasising
the series’ teen hybridity, the voice-over als@ofinelodramatically dwells on romantic

and familial relationships. Braithwaite explicittpnnects the use of voice-over in
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Veronica Marswith audience identification with a female pointwéw, arguing that,
‘intimate in tone, these confessional moments frémeeaudience’s entry into the
conditions young women face as they navigate atedrogate their personal and
professional relationships’ (2008: 140).

It is through her voice-over that Veronica dirgattitiques hegemonic
constructions of gender and gendered romance. péeirng line of the pilot, relayed
through her voice-over, cynically declares ‘I'm eegetting married’. This comment is
reinforced by accompanying night-time images oé@dy motel in which couples meet to
have affairs. While this romantic scepticism cookdattributed to the series’ noir
hybridity, it is notable that a similar, albeit $elsitter, cynicism is found in the pilot of
Buffy, conveyed through humorous dialogue. Discussimgniadility to date, Willow
explains, ‘I think guys prefer a girl that can tatio which Buffy incredulously replies,

‘you really haven’t been dating lately...". Similaiatbgue occurs between Cassie and her
lesbian best friend, Thelma, in the pilotHdx

In feminist scholarship of these programmes, thkityaof series to critique
hegemonic gender norms and ideals of romance ismptinked to the centrality of a
female perspective, but to ariledfemale perspective. Bolte argues that the posdfon
Buffy and Veronica on the margins of the diegeaticiowd at their schools affords them a
particularly credible and powerful space from whickexpose and critique ‘the
underpinnings of social, gender and class dynanf@308: 99). Cassie in season one of
Hexalso exists on the margins: she is frequently igddry her classmates and spends a lot
of time on her own, wandering the school grounds. iBolation is heightened by
Thelma’s death at the end of the pilot.

Notably, almost all teenage protagonists, regasddégender, occupy an initial
outsider status within their high school and aterobullied. Yet, while male protagonists
are bullied because of their lower class (LucaSme Tree HillRyan inThe O.C), female
protagonists are harassed on the basis of thettegemd sexuality. In the pilot éfex for
example, Cassie and Thelma are routinely subjeattioal sexual abuse, from both male
and female classmates, which teachers do litjirdwent. The opening &uffyalso
explicitly renders the high school a sexually thee&ng space. The pilot opens on a visibly
nervous teenage female, dressed in school unifamcha slightly older male breaking into

the high school at night. Highlighting the serieshtral subversion of gender expectations,

® My So-Called Life also prominently features a voice-over that operates to align the viewer with a
teenage female point of view. Other than this, voice-overs are relatively uncommon in teen
series, with the exceptions of Gossip Girl and One Tree Hill. Even in these two cases, the voice-
over remains relatively detached, omnisciently narrating events or summing up a particular
episode’s themes, often in the third person.
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this opening plays on the conventions of femaleiakxulnerability when the frightened
female suddenly reveals herself to be a vampirekdisdthe previously cocky male.

The rest of the episode continues to play on theatiof sexual violence. For
example, as Buffy walks alone down a dark stre@tte Bronze, the camera reveals a
shadowy male figure following her. She continugllgnces over her shoulder, resonating
with Kelly’s (1988) findings, discussed in Chapgetthat females experience a generalised
fear of sexual violence. However, in keeping with series’ genre and gender inversions,
Buffy turns the tables on her stalker and ambubiras

Later in the episode, after taking Buffy’s adviogdeize the day’, Willow leaves
The Bronze with a male, who, unbeknownst to hea,vampire. At this point, the threat of
sexual violence is reconfigured as a narrative eoning Buffy’s personal identity.
Throughout the pilot episode, Buffy fights against destiny as a vampire slayer,
complaining to Giles that she wants to do nornesnage things. Yet, upon seeing Willow
in danger, she realises that she has no choide belp. It is Buffy’s perspective that the
viewer is aligned with as she frantically seardeed/Villow. The camera then cuts to the
man taking Willow on a ‘shortcut’ through a graveyaHer increasing fear is captured in
facial close ups and by her stammering dialogue.sbhieks as he pushes her roughly into
a crypt. Shortly after, Darla, the female from gfiet’'s opening scene, joins them with
Jesse, a marginal male teenager and they reveaséives to be vampires. Suddenly
Buffy enters and a climatic battle ensues. Sexedhgolence, here, operates to emphasise
to Buffy that she must embrace her destiny as slayarder to protect the people she
cares about.

Like theBuffypilot, Veronica Marsalso frames sexual violence as an issue
concerning the heroine’s personal identity. ThroMgnonica'’s flashbacks, the pilot
establishes two overarching sexual violence nagatihat will span the following two
seasons. The first concerns Veronica’s best freendirder, which is later revealed to be
sexually motivated, and the second involves Vem@ritape at a classmate’s party. The
viewer is aligned with Veronica’s point of view sise walks through the party, with
classmates looking at her scornfully. A shot of taing a drink is accompanied by her
voice-over informing the viewer that the drink wased with a date-rape drug. From this
point, the party’s diegetic pop music is replacgab ethereal, non-diegetic soundtrack.
The viewer is aligned with Veronica’s literally afiguratively fuzzy point of view as she
wanders outside past a hot-tub full of students sthee and laugh at her. As she collapses
on a sun-lounger, the scene fades to black.

The music links the previous scene with the nekictvopens with a close up of

Veronica opening her eyes and then an overheacdhshsite gets out of bed. Sunlight
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streams through the window behind her, indicati it is the next morning. The camera
cuts to a close up of a pair of white pants, didedron the floor, indicating that Veronica
has been raped. This is reinforced by a close Medfnica’s face registering a tear rolling
down her cheek. Her cynical voice-over is conspislypabsent here, in keeping with the
series’ norms more widely in which her narratiosaglipears at highly emotional moments.
The close up fades into the next image as Veromadks away from the house, her voice-
over explaining that, ‘I'm no longer that girl’.

The sexual violence narrative in the pilot-téx similarly focuses on the heroine’s
self-identity. Echoing the episodic sexual-violemsea-warning-about-youthful-female-
sexuality narratives discussed in Chapter 5, theséreroine, Cassie, is sexually
assaulted after she decides to go to a nightchuieaddressed in a revealing, tight outfit.
After being verbally harassed by her classmatenlsbe escapes to a deserted, dimly lit
corridor only for him to follow her. The camera swjuickly between tight facial close-ups
of the two, with more than a shot per second, asi€astruggles against Leon’s attempts to
kiss her. A sudden extreme close-up of her ey@mpanied by a piercing scream, is
followed by a close up of an overhead electrical bowing up, sending sparks flying and
plunging Cassie and Leon into darkness. The closession of shots indicate that Cassie’s
telekinetic powers, which have been hinted at gsli, are the cause of the explosion.
This reading is reinforced by an extreme faciaselap of Cassie looking incredulous at
what she has done. The scene lasts just ten sebefate Cassie is able to escape and runs
back to the boarding school where she lives.

In a series of shot/reverse shot close ups, Ctesasitilly recounts the evening’s
event to Thelma. Their dialogue is significantpfercing that in these pilots sexual

violence is primarily framed as a personal issudlfe protagonist.

CASSIE: Leon tried to...

THELMA: What?

CASSIE: | dunno, he tried to...
THELMA: What?

CASSIE: It's not that... | touch things.

She then proceeds to tell Thelma about her powerthis extract demonstrates, Cassie’s
dialogue diverts attention away from Leon’s actitm$ocus on her new-found powers.

Thus, sexual violence is framed as an issue abasgi€s personal identity, specifically
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her telekinesis, rather than a broader social probielating to dominant constructions of
gender and sexuality.

It is important to note that the liminal space betw childhood and adulthood is
figured as a dangerous stage in male-fronted sani@ss also signaled by violence in their
pilot episodes. Yet, significantly it is not sexyahreatening in nature. Instead, the
violence takes place between the protagonist aothanmale character (typically a jock)
and is often instigated by the protagonist’s disgwer how the jock treats his girlfriend.
Thus, it operates to define the male protagonisirasous, only using violence in the
service of protecting others and, in doing so, lggiting his sensitivity towards female
characters (Ryan ifihe O.C, Lucas inOne Tree Hil] Clark inSmallvillg), in contrast to
aggressive, selfish and sexist jocks, who use nva@d¢o assert their power (LukeThe
0O.C., Nathan irOne Tree Hill Whitney inSmallvill§. Notably, these protagonists are the
same males who later protect and defend femalanadtom sexually violent men. These
scenes are aesthetically different to scenes afadaiolence in the pilots of female-
fronted series. Instead of connoting danger arehththe scenes emphasise excitement,
adrenaline and even glamour. Although the violeasanBuffyandHex takes place
outdoors at night and is marked by fast-pacedregldnd alternating long-shots and close
ups, it is accompanied by fast, upbeat pop musidaifowed immediately by scenes that
emphasise humour. Indicating this lack of dang®ipWing a fight involving Ryan in the
pilot of The O.C, Seth jokily remarks, ‘it was likeight Clubor something’.

This comparison indicates that feminism and festiooncerns such as sexual
violence are an unavoidable context for femaletdrseries. Although, in these pilots,
sexual violence is inextricably linked to the hess personal identity, the specific context
- a context that repeatedly stresses a cynicisnowsding gender norms and hegemonic
romantic ideals and emphasises gendered bullyafiggets how these sexual violence
representations are framed, potentially challengimginderstanding of this abuse as a
isolated problem of an otherwise functioning patfig. Notably, the positioning of sexual
violence storylines in the pilot episode is notqua to drama series witbenageheroines,
but occurs also in programmes that are frontecebnyafe young adults. The pilots of
Dollhouse(Fox, 2009- 2010)True Blood(HBO, 2008- ) Alias (ABC, 2001- 2006)Ghost
Whisperer(CBS, 2001- 2005) antiru Calling (Fox, 2003- 2005) all also feature sexual
violence.

Importantly (and obviously), these pilots do noséx vacuums but play a crucial
role in establishing the premise of the seriesedul] as | shall go on to discuss, the broader
context ofBuffy, HexandVeronica Marsfurther undermines a purely individualised

understanding of this abuse. Sexual violence pew#tkbse series throughout. The
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following section develops this argument furthegusing on the narrative and ideological
functions of overlapping sexual violence narrati&aceHex does not feature any
overlapping sexual violence storylines, in thistigecl will focus onBuffyandVeronica

Mars.

Narrative Complexity and Sexual Violence

A feature of representations of sexual violencthése two female-fronted series is
that, unlike male-fronted or ensemble cast sehastypically focus on one sexual
violence storyline at a time, these programmesdtature two or more of these
narratives concurrently. Typically, these involveepisodic narrative intersecting with an
overarching storyline. These overlaps potentialjhpugh not necessarily) challenge
individualised understandings of sexual violengeciteating thematic links between
different types of violence and highlighting they@esiveness of this abuse in teenage
characters’ lives. Moreover, in these series céntede characters (typically the heroine’s
or her female friend’s lover) are positioned agppéators, making it difficult to see sexual
violence as a one-off occurrence perpetrated bgdinidual bad man. This promotes an
understanding of sexual violence that is rootedarnmative constructions of gendered
sexuality that promote male sexual dominance amdlie sexual submission. However,
these overlaps occur in multiple different wayshwdtfferent narrative and ideological
results. This section is concerned with explorimg aispect oBuffyandVeronica Mars
further, considering how this complex narrativeisture relates to the underlying ideology
of these storylines. To do so, | will draw on tlaigus different kinds of narrative
complexity outlined by Mittell (2006) in relation tontemporary US television
programmes. Mittell explicitly citeBuffyandVeronica Marsas examples of narratively
complex series, linking their complexity to the@ries’ structure and, more specifically,
their foregrounding of ongoing storylines (2006).32e explains that unlike the complex
narration of soap operas that prioritise charamter relationships over plot, narratively
complex series use plot devices to advance characterelationship development (2006:
33).

One example of narrative complexity in female-fezhseries is the interruption of
an overarching sexual violence storyline with dsehtained episodic sexual violence
narrative. In these cases, the demands of the i@bgey arc are largely set aside and an
episodic narrative takes precedence. Notably pitern does not just apply to
representations of sexual violence in female-froméen series. Mittell uses an episode of
The X-FilegFox, 1993- 2002) to illustrat®.eronica Marsepisode ‘The Girl Next Door’
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(107) provides a useful example here. In this ef@s®eronica investigates suspected
dating violence after her neighbour, Sarah — anegnfring, pregnant teenager —
disappears. Emphasising the series’ noir hybriditg,episode takes place in reverse,
opening with an anonymous man being taken away ¥eronica’s apartment complex in
an ambulance, before flashing back in time to natWeronica’s investigation as she tries
to locate Sarah and find out what happened toTher storyline is resolved when Veronica
finds Sarah’s missing diary and through readintgarns her location and, further, that she
ran away because she was raped. The anonymoust it@nepisode’s start is revealed as
the rapist and Sarah’s step-father who is alsdatiner of her unborn child.

As Mittell observes, it is not unusual for telewisidramas to ‘oscillate between
long-term arc storytelling and stand-alone episp@egplaining that this interplay between
the demands of episodic and serial storytellingnis of the hallmarks of narrative
complexity (2006: 33). Yet, unlike the episodic exdes used by Mittell which indicate a
complete departure from the demands of longer stary, this episode rewards viewers’
prior knowledge of Veronica’'s rape. Although thésegplic mystery element is coherent in
its own right, an awareness of this rape alters besain events are interpreted and helps
viewers solve clues along with Veronica. For exanplhen Sarah’s co-worker casually
tells Veronica that Sarah was raped, the cametarnitig pulls in on a close up of
Veronica’s alarmed reaction. Although no explamatioprovided, the knowledge of
Veronica’s rape promotes an understanding of heseqguent investment in the case and,
further, helps to explain how she instantly knolea this co-worker stole the diary. Her
own experience, having confided in no-one asideftioe callous town Sheriff, helps her
(and viewers) understand that it is unlikely Sasaiuld have confided in such a casual
acquaintance.

It is important to note that these overlaps betwsggsodic and overarching sexual
violence narratives do not always operate to estatfhematic connections that highlight
the pervasiveness of gendered abuse or to pronsttarad identity between the victims.
Although connections are implicitly made betweemdrgca’s and Sarah’s experiences,
Veronica does not confide her own experience of taSarah and the two females are
never depicted together on-screen again. Sarahmbo@sappear in the series. Ultimately,
the privileged thematic parallels in this episodaaern issues of paternity not sexual
violence. Just as Sarah’s boyfriend is about ®eraichild that is not biologically his, in
this episode Veronica discovers that her father nwybe her real dad (an event that has
repercussions for the investigation of her raplatier episodes). The final line, conveyed
through Veronica’s voice over, questions, ‘are soniegs better left buried?’. It seems

unlikely that this comment relates to Sarah'’s eigpees, which the narrative stresses has
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caused her severe psychological trauma, but raegtetes more to Veronica’s own
investigation of her paternity.

In the above example, the overlaps between thedipiand overarching sexual
violence narratives are limited but, in some cafesse overlaps establish and privilege
direct links. As Mittell argues, ‘In convention&lévision narratives that feature A and B
plots the two stories may offer thematic paraltelprovide counterpoint to one another,
but they rarely interact at the level of action0(8: 34). In contrast, in narratively complex
television series two (or more) storylines diredatiiersect. An episodic sexual violence
narrative from the second seasorBaffy (219 ‘I Only Have Eyes For You’) exemplifies
this tendency. The episode features Buffy and femds investigating James, a teenage
male poltergeist from 1955 who is trapped in theost and forced to endlessly replay the
night in which he shot his older lover in a jealoage. Throughout the episode, different
contemporary teenagers and adults are possesskgit®s’ and his lover’s spirits. James’
sexual possessiveness over his lover is one elesheekual violence, but the storyline is
complicated further by the fact that his lover a0 his teacher. Moreover, the episode
occurs midway through an overarching sexual viagemarrative involving Buffy’s
vampire boyfriend, Angel, losing his soul afterdrel Buffy have sex for the first time.
This leads him to embark on a murderous and sgxuiallent rampage, in which he kills a
prostitute, snaps the neck of a sympathetic, requoharacter, Jenny Calendar, stalks
Buffy and her friends and generally creates a dinadiintense (sexual) fear. As Angel’'s
abusive behavioubllowsthe end of his relationship with Buffy, this progglan example
of an overarching narrative in which sexual viokefienctions as a warning about the
dangers of choosing the wrong man (see Chaptar&fidler discussion). In turn, the
narrative overlaps in this episode create linksvbet both Angel and James’ quest for
control over their ex-lovers.

These parallels are marked through the editingdidlegue and the characters’
reactions to the mystery case. The opening str&#fgs emotional response to Angel's
behaviour; she turns down an offer of a date amaptains to Willow who replies
optimistically that ‘love can be nice’. Directly darmining this comment, the camera
suddenly cuts to a long shot of the dimly lit sdhaarridor, where a teenage couple are
having a heated argument. In keeping Vidttify's pre-credit sequences more generally,
explicit danger is established through a non-diegrilsing drum beat, melancholy
strings, shadowy lighting and the use of a handbaidera which circles around the
couple, creating an unsettling disorientation i tlewer. The music rises in pitch and
volume as the male reveals a gun. The camera ttegnates between close ups of the gun,

held in the male’s visibly shaking hand, and thed&’s shocked reaction as he ominously
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states, ‘love is forever'. A sudden drum beat aadkfto black signal the start of the
credits. Immediately afterwards, Buffy intervenlesocking the boy to the floor and
exclaiming, ‘You just went O.J. on your girlfriendHer reference to the 1994 case in
which O.J. Simpson was arrested on suspicion bifhgihis ex-wife creates further extra-
textual parallels between forms of male sexualrobver their ex-lovers.

These connections are reinforced by Buffy’s unabtristically serious and angry
response to James. While her friends are attackidlirect ways by the poltergeist, it is
solely Buffy who experiences flashbacks to 195%nessing James’ and his teacher’s
relationship first-hand. Her reaction is very mtielal to her own experience of violence at
the hands of Angel. Arguing with Giles over forgiess, she maintains,

James destroyed the one person he loved most anaent of blind passion
and that’s not something you forgive, no matter \Whydid what he did, no
matter if he knows now that it was wrong and skléisd stupid. It's just
something he’s going to have to live with.

Slow, melancholy piano music underscores the ematider response which is
heightened by close ups of each of her friendsitmp&oncerned about her unusually
closed-minded reaction. In keeping wighffy's punctuation of serious narratives with self-
aware comic moments, the typically tactless Coadeiclaims, ‘okay...over-identify
much?!’

In the episode’s climatic finale, the connectiorsA®en the two storylines become
explicit as Buffy and Angel are possessed by Jamas'his lover’s spirits and forced to
assume the roles of the troubled lovers. Having-@entified throughout with the female
victim, Buffy assumes the role of James, the kiMoo has been jilted, while Angel
assumes the female role. The editing reinforcesénetive parallels, cutting between
shots of Buffy and Angel and James and his lovke flarrative is resolved when James is
able to find understanding and forgiveness thrdagty and, simultaneously, Buffy is
able to say goodbye to Angel with a lengthy thsgeond kiss before he returns to his
soulless self. Thus, while the episode offers gl$a a ‘mystery-of-the-week’, it also uses
this plot to further the Buffy/Angel story arc whievill culminate three episodes later in
the season finale.

Indeed, inBuffyandVeronica Mars plotlines in episodic sexual violence narratives
are frequently used to generate emotional respdosgsaracters and further relationship
developments in overlapping overarching sexuakvioé storylines, in turn enhancing
their emotional affectivity. For example, the genitheersion towards the end of this
narrative with Buffy assuming James’ role and Aragduming the female teacher’s role,

is crucial to the emotional impact of the storylipeoviding viewers with a brief glimpse
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of the soul-ful Angel from earlier episodes. LikeVeronica Marsexample, while this
episode is coherent on its own, its emotional rasoa derives from viewers’ knowledge
of and investment in a previous narrative, namelfifBand Angel’s previous romantic
relationship, creating a dense layer of narratistohy.

Both Veronica MarsandBuffyfeature gender and genre inversions with their
heroines assuming the traditionally active maseulaies of noir-like private investigator
and superhero respectively. These gender inversixtesid to their romantic relationships.
In season one d&feronica Marsvhen Logan and Veronica begin dating he transforms
from, in Veronica’'s words, ‘a psychotic jack-assiawdisplays highly violent behaviour
and frequently verbally sexually harasses Veroriiza, gentle, kind and sensitive lovér.
He often occupies a feminine role in their relasioip: he meets with Veronica in the girls’
toilets, she frequently helps him out of (non-phgsi trouble and in the first episode of
season three, she carries his books to class.

Similarly, as McCracken rightly observes, the secssason sexual violence story
arc inBuffy revolves around Angel and Buffy’s romantic relaship which ‘is predicated
on the naturalization of their reversed gendertfmsng’ (2007: 120)As she explains, in
Buffy Angel assumes two traditionally feminine rolebg'spectacularized erotic body and
the traumatized body’ (2007: 120). He is often ldigped as an erotic object to be looked at
both diegetically, by female characters in theeserand non-diegetically, by viewers.
Moreover - until he loses his soul at least - heupes a supporting, passive role in
relation to Buffy. The poignancy of the second seasarrative, then, is generated by
Angel's and Buffy’'s assumption of normative gend#es: Angel assumes narrative
agency, sexually harassing Buffy and her friendslesthroughout the story arc Buffy is
frequently depicted crying on her bed, in a morespee role.

BuffyandVeronica Mardiffer from other teen series in that it is not snal for
perpetrators of sexual violence to be central roadgacters. Buffy is not only sexually
harassed by Angel when he loses his soul in saasnrbut her second vampire lover,
Spike, attempts to rape her in season six (619ng§deed’). Notably, neither Angel nor
Spike is human, but as Boyle noteéBuffy continually draws parallels between its
monsters and its men, making masculinity both \és#md problematic’ (2005b: 41). As
she explains, when Angel loses his soul, he hag Inarommon with his pre-vampiric
self. Further, in another context, Boyle points thatt when Spike attempts to rape Buffy
‘he is clearly marked as man rather than monsgfi0%a: 189). Season six Bbffyalso

features an overarching sexual violence storylinghich a human male, Warren, is the

"™ This character transformation in the name of love occurs more widely across fictional television
formats, as discussed in Chapter 4.
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perpetrator. In this narrative, Warren puts higekriend under a magic spell and
instructs her to perform fellatio on him. As shal®ut to do so, the spell wears off and
she angrily confronts him, which results in Warkdhng her to stop her from leaving
(613 ‘Dead Things’). This narrative is all the matecking as up until this point in the
series, Warren and his cronies, Andrew and Jonatteasre largely been cast as comic
villains, not to be taken seriously.

Veronica Marsalso implicates central males in its sexual viogenarratives as the
final three episodes of season one indicate. IA:M.’ (120), Veronica works on behalf of
her classmate, Carmen, to stop her boyfriend, ffach blackmailing her with a sexually
explicit video he made of her while they were ina-tub. It is later revealed that Tad
drugged Carmen in order to make the video andhéurthat the filming took place at the
same party where Veronica was raped. Veronica'sevess of the temporal and spatial
connections between these two events induceshb#ak to the night of her rape. In
keeping with all flashbacks in the series, thisscis characterised by hazy, blue lighting,
muted colours and soft-focus camerawork, but theretl non-diegetic music of the
pilot's flashback is replaced by threatening thumagtimpani and a pulsing drumbeat
reminiscent of a heart beat, establishing a moraaums atmosphere. The viewer is aligned
with Veronica'’s literally and figuratively fuzzy pa of view as she passes Carmen and
Tad in the hot-tub before collapsing on a sun l@unghe camera cuts back to a close up
of her alarmed reaction in the present, as herevouer ponders, ‘Could it be that the night
Carmen gave her boyfriend a sex show in the hotkltabshe can’t remember was the
same night | was drugged and raped in a guest beti¥o

The temporal and spatial connections betweenntbenairratives create links
between different forms of male sexual abuse owenen and, further, establish
connections between the victims. In doing so, #rees promotes an understanding of
sexual violence as a wider social problem. At e time, however, the series’ noir
hybridity, which privileges a lone, isolated deteet ultimately prevents a shared identity
between Carmen and Veronica based on the prevaténicis gendered sexual abuse.
Veronica does not tell Carmen about her rape, nes dhe tell anyone else until the
following episode. Additionally, the revenge thhesexacts on Tad is intensely personal.
There is no sense that he has learnt a lessom;imgféo Veronica as a bitch and smirking
over his public circulation of his video of Carmiarhis final scene.

Yet, towards the end of the episode, another lsyadded to the intersecting
narratives when Tad reveals that it was Logan, Megeds boyfriend, who supplied the
date-rape drugs that he gave to Carmen. The wefghts revelation is predicated on

viewers’ memory of Logan’s highly violent and sexighaviour towards Veronica in
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earlier episodes, behaviour which makes it believdiat he could be capable of rape.
Indeed, in the paranoiac noir context of the seriebody can be fully trusted, as the
following episode, in which Veronica investigates hape, makes clear (121 ‘A Trip to

the Dentist’). As she has no memory of the evedd,is forced to rely on the testimonies of
her peers, many of which prove unreliable and ealittory. At the end of the episode she
‘solves’ the rape case when she is told that henong of rape is false and that she

actually had consensual sex with her equally drdggeboyfriend, Duncan. However, the
case resurfaces at the finale of season two wheoniéa discovers that she was raped
afterall by her classmate, Cassidy (one of the snsthe interviewed over her rape in season
one). Cassidy also rapes his girlfriend, Mac, ia #pisode (off-screen).

While Cassidy is a recurring character, it is intaot to note that he is more
marginal than other central males. Further, insémeson two finale he is recast as a crazed
villain, limiting the connections that could be nedaketween normative constructions of
masculinity and violence. Another layer is addeth®narrative here when it is suggested
that Cassidy’s actions were motivated by his owpeeiences of being sexually abused as
a child, by his male Little League coach. In thespwWeronica Marsengages with the
‘cycle of abuse’ theory, which has been a populay of explaining (and excusing) male
violence (Boyle, 2005a: 99).As Kelly (1996) notes, this idea is problematiarany
abused children do not go on to abuse and, furtberales are overwhelmingly victims yet
males are overwhelmingly perpetrators. She explaiaits ‘Every cycle model attempts to
reduce complex social realities, which have moaa th little to do with structural power
relations, to simplistic behavioural and individeait models’ (1996: 47). IWeronica
Mars it makes little sense that because Cassidy wasdlsan adult male, he then goes
on to rape teenage females. The suggestion thatdyasped Veronica and Mac because
he too was once raped partially excuses his bebag®well as obscures the relationship
between dominant constructions of masculinity aiotence. It is notable here that Logan
is also let off the hook in the season two finalelis previous behaviour towards
Veronica. In this episode, he is recast as heopsawescuing her from a rooftop
showdown with Cassidy. In the process, ideals cfaubinity are recuperated.

The ability of one sexual violence storyline taealhow another, previous storyline is
interpreted exemplifies another element of nareativmplexity across these series which
relates to their multi-season structure. In refatmsexual violence narratives in season

one ofVeronica MarsBraithwaite argues that,

" The ‘cycle of abuse’ has a wider currency throughout the series. It is hinted at that Sheriff Lamb
was abused as a child, hence his callous behaviour, and further, it is implied that Logan’s
aggressive behaviour is a result of his physical abuse at the hands of his father.
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By adapting the private investigator’s characterigtithority and agency, and
by transforming teen female life into a serial aistory,Veronica Mars
challenges popular postfeminism’s easy dismiss&minism’s relevance.
The program’s trope of investigation scrutinizesirols of individual freedom
and choice by making public the multiple ways inethyoung women are
constructed, conditioned, and exploited on theshafstheir gender and
sexuality (2008: 146).

Yet, complicating this argument, in season thriee series overtly distances itself from
feminist discourses on male sexual violence agamsben.

Unusually forVeronica Mars by season three, Veronica has a close femaledfrie
in Mac and has begun socialising with Mac’s femmatemmate, Parker. At the end of the
first episode of the season, Parker is druggedapeld and has her head shaved. This is
the hallmark of a serial rapist that Veronica iriiggged on a college open-day in a self-
contained episode from season two (216 ‘The Rap€saif’). Veronica was unwittingly
in the room at the time of the rape, but due tadihelighting and Parker’s promiscuous
lifestyle, she mistook the attack for consensual $ae following episode (302 ‘My Big
Fat Greek Rush Week’) opens with a shot of Paid&ing to a female police officer in her
dorm room, accompanied by slow, melancholy nonatiegnusic. The camera pulls
closer on her as she speaks, while Veronica’s voiee cuts in, explaining that, ‘the thing
about being roofied and raped...you may not remerfitgewho, when, where and why,

but you know the what'. Halfway through this voioeer, the camera cuts to a longshot,

from across the room, of Mac and Veronica at thg ieft of the frame looking on at
Parker (Figure 7.1).

Figure 7.1 A shared gendered identity between Veron ica, Mac and Parker in Veronica Mars
(302 ‘My Big Fat Greek Rush Week’).
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The layering of images of these three women witloWEa’s oral recounting of her own
rape establishes a shared gendered identity betiveenbased on their experiences of
rape. Slowly the camera pans right to focus on Memand Mac, framed side by side,
before cutting to shot/reverse shot close upsefwo as they express their guilt over not
stopping the sexual attack. By the end of the sdemeever, Parker and Veronica are
pitted against each other when Veronica reveatsstiwas in the room at the time of the
rape and did nothing.

Parker’s rape marks the beginning of nine-epistalg sirc detailing Veronica’s
investigation into the serial rapist. Throughowd tase, she is pitted against a group of
feminists, Lilith House, who are campaigning to édlve university’s fraternity houses
abolished, drawing on anti-rape discourses thasstihat exclusively male environments
foster sexual violence against wonféi-he oppositions between Veronica and this group

are illustrated in the table below:

Feminist Lilith House Veronica Mars
Humourless Witty

Group Individual

Lies Truth

Angry Calm

Physical aggression Verbal aggression
Second-wave Post-feminist
Marginal Central

Table 7.1 Oppositions between Veronica Mars and Fem inist Lilith House in season 3 of
Veronica Mars

The oppositions established between Veronica aliith House are strikingly
similar to those invoked by third-wave and postdf@st scholars in relation to second-
wave scholars, discussed in Chapter 2. Here, thinfst group is portrayed as mean,
unsmiling and humourless, angrily berating Veroniteen her quest to find the rapist
interferes with their campaign. It is later revekilkat they faked one of the rapes to further
their cause, leading Veronica to admonish, ‘nottiings the cause more than that’. As
Fiske explains, ‘The cultural specificity or idegloof a narrative lies in the way this deep
structure is transformed into apparently differgtiories, that is, in which actions and

individuals are chosen to perform the functions elmaracter roles’ (1987: 138). In this

8 As noted in Chapter 4, fraternities, in teen dramas, and fictional formats more widely, are
typically portrayed as sexually abusive spaces.
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case, the feminist group are portrayed as thenglland a force of disorder, lying to
selfishly obtain their own means, in contrast tadreca as the heroine and a force of
order, seeking the truth. Throughout this overanglstoryline, there is a tension between
Veronica’'s experience of sexual violence and otbens of gendered inequality as a
woman, and her relentless desire for truth andcgists an isolated (masculine) private
eye. Her voice-over in the following episode remsfs this tension. Watching the feminist
group celebrate over their success at gettingrttterhities shut down, she ponders, ‘if the
Lilith House’s mission was to protect women on cas)d’m not sure this display is doing
the trick...there’s still a rapist at large’.

Ultimately the series privileges an individualisgtlerstanding of sexual violence
when Veronica identifies the true rapist as Meradrjend of Logan and a non-fraternity
member. Although Mercer is depicted sympatheticallgarlier episodes as popular,
intelligent and handsome, in the final episodehefdtory arc, he transforms into a kind of
‘Scooby Doo’ evil villain, delivering a crazy arfttmale monologue before trying to rape
his next victim. As such, connections between ndireaonstructions of masculinity and
sexual violence are obscured and, like the nagsatiliscussed in Chapters 5 and 6, sexual
violence becomes the domain of an individual ‘badn.

In conclusion, iBuffyandVeronica Marsoverlapping episodic and overarching
sexual violence narratives highlight the pervasaasnof this abuse. These overlaps
potentially (although not necessarily) enable litkbe made between different forms of
abuse and between victims, highlighting the routiature of male sexual violence against
women. Further, the casting of central males asgteators of sexual violence in these
programmes problematises the understanding of keklance as the domain of an
individual ‘bad’ man, privileged in male-frontedcaeansemble cast series. Many
overarching sexual violence narratives in thesesgallow the end of romantic
relationships, thereby also complicating hegemaiteals of romance.

However, it is important to note that these naveativerlaps have different
outcomes depending on the individual storyline prayramme. The noir hybridity of
Veronica Mardntersects powerfully with its sexual violence maives. While the series’
overlapping sexual violence storylines potentialigate links across different forms of
abuse and between victims, these connections aststently undermined by Veronica’'s
position as an isolated private-eye. As such, seshidentity between female victims in
this programme is frequently denied. This tensgopdrticularly prevalent in season three
when Veronica is pitted against a group of humasrfeminists. The series also has a
tendency to portray perpetrators of sexual violaxgantomime villains, closing down

possible connections between normative construstidrgendered sexuality and violence.
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In this way, although the programme regularly bsifgminist concerns to the fore, its
ideological stance on these issues is inconsistent.

Although Buffy is also an isolated heroine, likerdieica, the programme
emphasises her friendships and she often worksessmato solve mysteries and defeat
demons. As such, the series privileges connechiehseen Buffy and other victims of
sexual violence. Moreover, in two overarching diosgs, it is Buffy's lovers who are cast
as perpetrators of sexual violence, explicitly enim normative constructions of
masculinity problematic. At the same time, thoudte Veronica Mars Buffycan also be
inconsistent in its ideological stance. Neverthgl@gat both these series do is regularly
bring feminist concerns to the fore and highlighmicections between normative
constructions of gender and sexuality and sexudénce, even if their ideological stance

on this abuse is not always didactically consistent

Finales: Resolutions?

Buffy, HexandVeronica Marsnot only start with representations of sexualefale
in their pilot episodes, but end with the resolutad overarching sexual violence narratives
also. This section will explore this structuraltpat further.

By the end of season three\@éronica Mars a sense of equilibrium has been
restored and Veronica is much happier and lesscpugied. The original cause of her
transformation from carefree teenager to isolatedfe investigator has been resolved
with the death of Lilly’s killer and her discoveoy who raped her. Although she continues
to solve mysteries on behalf of her university peshe is much less cynical and isolated.
She has close male and female friends and isamamtic relationship with her friend, Piz,
which is much less volatile than her previous rocesn Furthermore, having given up on
reuniting her parents, her family life is stablel @he is comfortably middle-class again,
after her father resumes his previous role as tsivemiff.

Echoing the pilot episode, it is a sexual violenaerative that disrupts this state of
harmony when Veronica discovers in the series’ [ienate episode that a sexually
explicit video of her and Piz has been leaked enriternet. This leads to her being
verbally sexually harassed by male classmates &cemapus. The sexual violence
narrative operates to transform her back into keical, isolated and preoccupied self.
(Indeed, the title of the episode, ‘The Bitch IcBahighlights this return to her former
self.) There is a hint that her relationship with B threatened as a result, when he catches
her looking lovingly at Logan as he violently daflerher honour. Familiar characters from

season one return when Veronica discovers thaCHs#le, a secret society comprising of
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powerful men from Hearst University, are resporesibr filming her and that Jake Kane,
Lilly’s father, is one of its members. As revengke breaks into the Kane mansion and
steals his hard-drive, leaking all the members’ @ao a journalist. At the same time, her
actions jeopardize her father’s chances of re4eleethen he is forced to destroy evidence
of the break-in to protect her.

As is characteristic of the series as a wholentreative is reframed as a mystery-
to-be-solved, rather than a storyline about sexisdnce. Further it is reconfigured as a
noir-like narrative about Veronica’s personal vettelagainst Jake and her decision not to
confide in her father. This decision is connectetdr selfish, youthful fallibility, in
contrast to her father’'s parental sacrifice, reicéa by editing that cuts between Veronica
gleefully decoding the hard-drive to take revengelake and her father desperately trying
to get in touch with her.

Veronica Marsends on a downbeat, pessimistic note, as theafisitpmorning
Veronica learns of the repercussions of her actiimaslocal newspaper story about her
father destroying evidence. As she reads, the ngeron-diegetic bars of Albert
Hammond’s ‘Seems It Never Rains in Southern Calitdrcan be heard softly in the
background. The camera pulls in closer to reveaahgry, shocked reaction as she
scrunches up the paper in her fist and blinks aeass. In the following scene, the non-
diegetic music rises in volume as Veronica voted&r father in the election. The song’s
ironic chorus, which echoes its title, kicks in\&&ronica leaves the polling station to the
sounds of rolling thunder. A final long shot stes$er isolation as she walks away down

a grey street in the rain (Figure 7.2).

Figure 7.2 Final scene of Veronica Mars (320 ‘Weevils Wobble but they Don’'t Go Down’).

Complicating the implicit feminist critical argumietinat either underlying
patriarchal or feminist ideologies govern the nié@res of female-fronted television texts,
this downbeat ending can be interpreted in polysemays. On the one hand, the emphasis
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on sexual violence as a personal issue about & @nipports a post-feminist reading of
the series that reframes political issues as palsbices and, in doing so, suggests that
feminist activism is no longer relevant. On theesthand, the pessimistic closure could be
read as a critigue on these post-feminist discausteessing that an individual alone
cannot stop the pervasiveness of male sexual ddion'et this reading is complicated
by previous events in the series, such as thendistg of Veronica from a feminist
collective earlier in the same season. There atbdugeneric and extra-textual factors to
consider too. At this point, the series faced ateuain future. A fourth season, which
would take place a few years in the future withdfeca working at the F.B.I., was
proposed and, thus, the noir elements, which wgakrest a fully resolved happy ending,
needed to be maintained. The pessimistic endingi@so be seen to reflect this
uncertainty of the series’ future.

Hexends on a similarly downbeat note when again twighual heroine is
rendered ineffectual from stopping male dominatiad, thus, saving the world. Because
of its shorter structure, the series follows thmsaexual violence storyline throughout as
the heroines, Cassie in season one and Ella ioséas, try to prevent the Satanic figure
of Azazeal, his teenage son, Malachi, and theiyarhfallen angels from destroying the
world. The violence that Azazeal, Malachi and theeofallen angels inflict upon others is
sexual in nature: Azazeal possesses Cassie befairegrsex with her, thereby rendering
the sex non-consensual. In doing so, he impreghatesith his demon spawn and she
gives birth to Malachi at the end of season ondabta ages at an extraordinary rate to
become a seventeen year old teenager in seasowhwoqroceeds to enslave students by
seducing and having sex with them. In this seaSassie dies and is replaced by Ella, a
witch who is hundreds of years old but looks likieen.

The sexual specificity of Malachi’s violent act®are largely obscured in the
finale, which becomes instead about love, spedlfi¢dla’s love for her boyfriend, Leon,
the male who sexually assaulted Cassie in thessgilet. Ultimately, this is a narrative
that, like the finale o¥/eronica Marsemphasises the heroine’s personal choice as Ella
chooses her love for Leon over her destiny. Therbabrmative romantic subplot
obscures the relationship between gender, sexaaldypower. Indeed, at its close, the
series reconfigures Leon as a hero, who ultimaaWes Ella by carrying her from the
burning school after Malachi succeeds in causiegtocalypse. The following scene,
which takes place the next morning, connotes palspa@acefulness, depicting Ella and
Leon in a wild forest with sun streaming through trees and birds singing. Yet, despite
this idyllic setting, a sense of stable equilibritgrenied by the promise of the end of the

world. In the final shot of the series, the canmxaeps from right to left to reveal a close
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up of a rock with the fallen angels’ symbol carwetb the stone and blood dripping from
it, accompanied by ominous, pulsing, non-diegetisin This ending, like the finale of
Veronica Mars leaves the possibility of another season open.

Buffy differs fromHexandVeronica Marsin the heroine’s relationship to the social
at the series’ close. The overarching sexual vagemarrative in season seven spans five
episodes and details Buffy and her friends’ figldiast the non-corporeal First Evil, an
abstract entity that can manifest itself in therfaf any dead person. The vessel for the
First’'s power takes the form of superhuman Caldhbghly misogynistic and patronising
Southern adult male priest. His physical violengaiast Buffy and the group of teenage
female potential vampire slayers that she estaddislan be read as sexualised through his
highly misogynistic and sexist verbal abuse ashysipally torments them. He constantly
taunts them for their gender and sexuality, redylzalling them ‘whores’ and ‘bitches’. In
the pre-credit sequence of the finale, Buffy fipddills him and it is his later haunting of
her, mocking her gender and isolation as the arediayer, that is the catalyst for her
forming a plan to defeat the First.

The relationship between the individual and thaaas crucial to this plan, which
is only revealed to viewers as it happens. Buffy her group of potential slayers stand on
the brink of attacking the First’'s vast demon ariflyeir solidarity is stressed by the
camerawork; individuals, including Buffy, are nevemed alone, instead framed in
sweeping long-shots. As Willow embarks on a spiedl,plan becomes clear. The narrative
flashes back to Buffy’s speech to the potentialesis, in which she challenges the
patriarchal rules that outline that there is onig ¢rue slayer, exclaiming, ‘I say my power
should be our power’. Willow’s spell will distribeitBuffy’s power evenly across the
potentials. The visuals reinforce the speech asaheera cuts between images of girls of
different races, ethnicities and ages - from a gowhite adolescent nervously taking the
plate at a baseball game, to a black teenagemigagainst a locker, a white teen picking
her head up off her bedroom floor, a Japaneseigjinlg from her family dining table and
an over-weight teen stopping an ominous male fidtlaoking him directly in the eye. As
Buffy’s voice-over reiterates that all of thesdgiwill become slayers, the camera returns
to the first girl as she looks up from the basefialll with a newfound confidence. Buffy’s
final statement connotes urgency through its diess, in turn enhancing emotional
affectivity, as she questions, ‘make your choice,\@u ready to be strong?’

This question is answered in the following scenéha slayers collectively defeat
the First, causing Sunnydale and, in turn, therhi@lith to implode. With this rejection of
the powerful individual heroine in favour of coltee gendered action against patriarchal

domination, Levine argues thatffyends ‘on a note that both opposes post-feminisin an
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supports third-wave feminism’ (2007: 184). Like titber female-fronted series discussed
in this chapterBuffyends on an ambiguous note. The final shot depipte@ccupied

Buffy surveying the damage of their battle, igngrirer friend’s and sister’'s questions of
what they are going to do now. However, her eniggrahile here suggests a more
positive ending (Figure 7.3).

Figure 7.3 The final shot of Buffy (722 ‘Chosen’).

The central difference between the finaldoffyand the finales dflexand
Veronica Marsis the heroine’s relationship to the social. Alige series end on ambiguous
notes, as is characteristic of the finales ofdicdl television narratives more widely,
which enable polysemic interpretations. Howeveventheless, a particular understanding
of sexualised abuse is privileged. Bétéronica MarsandHexprivilege an individualised
understanding of sexual violence in their finalese heroine’s battle against patriarchal
domination is rooted in personal choice — Ella dfesolLeon over saving the world in a
heteronormative romance plot that obscures Leagipus sexually violent behaviour
and in turn, recuperates hegemonic ideals of geileilarly, the sexual harassment in
the finale ofVeronica Marsis reframed as an individual mystery-to-be-solaed, further,
as her personal vendetta against Jake Kane. Tale fiiBuffyis more provocative,
explicitly drawing connections between dominantstarctions of gender and power. The
fight at the end of the series is not only aboulensaxual violence against women —
instead, they are fighting to stop an apocalyps$echwill take both male and female
victims. However, it is significant that the figuoéthe slayer is always female and that the

demons residing in the Hellmouth at the series’ amdmale.



179

Conclusion

Of all teen drama series, US female-fronted prognashave been the subject of
the most scholarly attention, particulaBuffy, My So-Called LifandVeronica Mars.

This work typically derives from a feminist perspee. Feminist television scholars tend
to ultimately judge these series’ worth accordimgvhether they perceive the heroine to be
a regressive return to or a transgressive subvedsipatriarchal stereotypes. Thus, as
Chapters 1 and 2 indicate, underlying this workrismplicit polemical belief that these
texts are either governed by a patriarchal, sédésilogy or are able to transcend this
dominant ideology to incorporate feminist discosrdeéven in scholarship which rejects
the rigidity of this approach and interrogatesdhebiguities in these texts’ and heroines’
relationships to feminism, ultimately judgments owhether this heroine constitutes a
feminist role model or not are difficult to resiBbr example, after examining the
complexities olVeronica Mars’engagement with various different feminist discas;
Braithwaite (2008) ends by celebrating the sewwesdnforming to her own interpretation
of feminism, echoing Brunsdon’s (2006) definitidntiee ur feminist article described in
Chapter 1.

Rather than labeling these three series as gobddyrin this chapter | have
considered what they offer in relation to repreaons of sexual violence. Notably, they
are more open than the other series | have examrtéds thesis, facilitating, but not
necessitating, a feminist understanding of sexisdé¢rnce. For example, through the
heroine, female responses to sexual violence araqied. Perpetrators are often recurring
(and can be sympathetic) male characters, comiplgcttie notion privileged in other
series that sexual violence is the domain of imtligi bad men that are divorced from
‘normal’ males. In turn, connections between noimeatonstructions of gendered
sexuality and violence are provocatively kept iewi

This is not to say that these programmes conslgternvilege a feminist reading.
Indeed, feminists are not treated well on-screexwéver,Hex, BuffyandVeronica Mars
regularly foreground feminist concerns, includiegsal violence, in a way that makes it
difficult to simply transform these issues into sthng else or to see them as isolated
aberrations of an otherwise functioning patriardhis more likely than the other series
discussed in this thesis for sexual violence todreected to normative constructions of
gender and sexuality, even if an ideological stasecmt always consistent.

In this chapter, | have looked at British and UBesealongside each other and

highlighted similarities in their treatment of sekwiolence. However, it is important to
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note that there remain significant structural défeces between these programmes that
alter the kinds of stories told (or not) about sexiolence. | explore these differences
further in the following and final analysis chapterwhich | look atSugar RuskandSkins,
situating these programmes in relation to a spehiitory of youth programming in the
UK.
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Chapter 8
Sugar Rush and Skins : Sexual Violence in British

Teen Drama Series

Introduction

In the previous chapter, | considered US and $riteen drama series side by side,
highlighting structural and narrative patterns asrsexual violence narratives in female-
fronted series. Representations of teenage seklahee are common in both US and
British series. However, there remain distinctstueal differences between these texts.
Indeed, as | shall go on to discuss, in populasadisses surrounding these British teen
drama series, their opposition to US programmégdgiently emphasised (Behrens,
2008).This chapter considers these differences in magpghgdéocusing exclusively on
Sugar RuslandSkins

An immediately apparent difference is the shanarative length of British series.
Further, from mapping the sexual partners of cétgenage characters, it is apparent that,
in this condensed series form, British programneasure many more sexual
representations (see Appendix B). This heighteaedage sexual activity is not only
related to the shorter length of the series, bthéddifferent discursive construction of the
figure of the teenager in British programmes. Asve demonstrated in the previous
chapters, US teen drama series use issue-ledisggysuch as narratives about underage
drinking or drug consumption, to highlight the fiility and associated vulnerability of
teenage characters. Despite the tendency fronateed 990s onwards for these storylines
to be more self-conscious and less didactic, inglprogrammes the vulnerability of the
liminal teenage stage between childhood and adudthemains a central concern. In
contrast, the contemporary British teen drama s&tgjar RustandSkinsemphasise
teenage independence, rebellion and nihilism. rim, im these programmes, underage
drinking, drug use and casual sex are portraye@siproblems-to-be-solved, but as
everyday facts of teenage life.

The justification for this portrayal of teenagehheiour in a British context as
largely consequence-free is often tied to claimauthenticity. There is no academic
scholarship on contemporary British teen dramaseto my knowledge, but popular
discourse surrounding these programmes tends us f@c whether their representations of

teenagers and teenage life are authentic or ndisti&, 2008; Behrens, 2008). As |
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illustrated in Chapter 2 in relation to feminisietgsion criticism on the progressive
heroine, the notion of authenticity is highly camtteus. Thus, in this chapter | want to see
if the narrative and ideological patterns uncovdrgedtructural analysis of representations
of sexual violence isugar RustkandSkinscan suggest new ways of reading these texts
that transcend this authentic/inauthentic pole®iacturalism allows me to do this,
concerned as it is with exploring the discursivaureof cultural constructs rather than
their accuracy in representing reality (Fiske, 19831).

| am not arguing that these representations nedlyssdlect teenagers or teenage
life in Britain, but rather that the different digsive construction of the figure of the
teenager in a British context has crucial implioas for the representation of sexual
violence in these series. This construction istineably linked to both the history of
British youth programming that these series emége and their scheduling in post-
watershed timeslots on E4, Channel 4’s digital geuriented channel. Thus, before |
move on to analyse sexual violence narrativesdrptogrammes themselves, it is firstly
important to contextualise them within a broadstdry of British youth programming,
looking specifically at the birth of Channel 4 dad, as well as wider academic and
popular debates surrounding youth television ia timintext. | will then examine their
overall structure, outlining differences and simiilas between the relationship of sexual
violence, narrative and series’ structure to Uymmmes, before moving on to analyse

these representations@ugar Ruslkand therSkins.Finally, | will offer some conclusions.

British Teen Drama Series in Context

The national differences in the construction @f tteenager can be attributed to the
different programming histories from which US anatiBh teen drama series emerge. As
Osgerby (2004) explains, US teen drama series euddrgm family and, later, teenage
sitcoms that centred around white, middle-classattars. In contrast, as Moseley asserts,
in Britain ‘the teenager was constructed as a prolib be addressed and to be educated,
but is rarely the focus of specific provision (afaom pop and rock music programming)
other than this remit’ (2007: 191-2). This is refkd in television scholarship on British
youth and television, which tends to focus on magaand music formats (Lury, 2001;
Osgerby, 2004). Historically, there has been atbesdrdramatic programming aimed
specifically at older British teenagers. US texisihate teen television scholarship and,
as Chapter 4 illustrates, the genre is marked bgraan constructs such as the figures of
cheerleaders, geeks and jocks as well as evertiisasyaroms and homecoming dances.

This leads Moseley to argue that the teenageragdpndly American’ (2001: 43).
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Moseley provides reasons for this lack of Britisan dramas, analysing the
relationship between British teenagers and telenibetween 1968 and 1982 (2007: 182-
97). Attributing this neglect to the liminality die teenage stage, she argues that:

It is this ‘in-between-ness’ (between productiopaiments, schedules and
audience sectors), in conjunction with rapidly @asing drama budgets...that
has generated the long-standing scarcity of dranpatigramming for
teenagers in the history of British television (20087).

Indeed, teenagers and television have traditiotBn seen as antithetical constructs, as
Lury (2001) explores in her work on British youdietvision. To illustrate this opposition,
she appropriates some of Sarah Thornton’s (1998)%ifional categorisations between

youth and mainstream culture, substituting theldtir television (2001: 13):

YOUTH (us TELEVISION (then)
Alternative Mainstream
Hip/cool Straight/square/naff
Independent Commercial
Authentic False/phoney

Rebellious/radical

Conformist/conservative

Specialist genres

Pop

Insider knowledge

Easily accessible information

Minority

Majority

Heterogeneous

Homogeneous

Masculine culture

Feminine culture

Table 8.1 ‘“Youth and television: opposing construct

Thornton, 1995: 115).

s?’ (Lury, 2001: 13, adapted from

As a result of this perceived opposition betweemagers and television, there is a
prevailing view that teenagers seek their entamaint outside the home. Thus, in Britain,
the teenage audience has traditionally been adrtdsseducational programming aimed
at schools and colleges, rather than through amentent. It is this historical construction
of the British teenager in need of ‘informationuedtion and regulation’ (Moseley, 2007:
185) that British teen drama series are often iaisga disprove or reject, in contrast to the
didactic model that still characterises US series.

As Moseley'’s study ends in 1982, the same yeahas@l| 4 began transmissions,
she focuses exclusively on ITV and, more so, th€ BBhe birth of Channel 4 had crucial

implications for the construction of the Britisketeager on television and for the
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development of contemporary British teen dramaeseBuilt into its remit from the

outset, it had a public service requirement to enghat its programming catered to special
interests and minority groups, including youth, aspresented concerns that were not
already being addressed by the existing BBC/ITVpdiy Further, it was to encourage
innovation and experimentation in the form and eahbf this programming. The
channel’s mode of production, based on commissippimgrammes from a newly
emerging independent sector, was viewed as cdatfastering this diversity (see Harvey,
1994: 102- 32 and Doherty et al, 1988 for fullesodissions).

In 1982 Channel 4 began transmissions, with aagtesnphasis on trying to capture
the accelerating social and cultural change ineraporary Britain. This was reflected in
programming that challenged the taken-for-grantstresm of British life, caused offence
with its supposedly left-wing biased political adedological debates and extended the
range of subjects that had previously been showelewision by representing a broad
variety of lifestyles. Specifically in relation &&x and sexuality, the channel got into
trouble with sectors of the popular press foriiggk sexual representations (Harvey, 1994:
117-9).

As part of its marginal address, Channel 4 speadlfi targeted youth audiences. Its
soap operaBrookside(1982- 2003)(created by Phil Redmond who would later go on to
create teen soafollyoaks, for example, incorporated a greater number efidge
characters than existing British soaps. But it parily its youth programming that was
instrumental in challenging the historical constiart of the teenager in need of adult
guidance (Hobson, 2008: 115). Magazine and musizrshsuch a¥he Tubg1982-1987)
andNetwork 7(1987-1988) emerged that constructed British yaliffierently. As
journalist and broadcaster, Miranda Sawyer, observeelation tolhe Tube‘in its early
years Channel 4 seemed to be sneaking an entirgemevation in the back door whilst
the adults tapped their watches at the front’ (2@28%). There was a sense that Channel 4
in this period was addressing British youth onrtheiel, free from adult agendas
(although, notably, it was still largely adults wimade and fronted these programmes).

Lury explores this construction of British youth television in the late 1980s and
early 1990s, making complex connections betweemhergence of the post-baby boom
generation and the rise of British ‘yoof’ televisiat this precise moment in history. She
argues that, ‘this coincidence encouraged an aest@nsibility that combined “cynicism
and enchantment”. This meant that although they ot going to be taken for suckers”,
young people continued to invest in the pleasunespdaces produced by television’
(2001: 1). Ambivalence, then, is central to Britjgluth programming, as | will go on to

discuss in relation t8ugar RuslandSkins
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Although she maps this aesthetic across a nunilmramnels, Lury includes a
chapter orNetwork 7 which she argues was endemic of many ‘yoof’ asgth such as
wobbly camerawork, odd angles, bad-taste in-jogagsh graphics and an amateur
presentation style that was punctuated with fregoestakes (2001: 30). Further, the
programme refused to create an illusion of reatsand frequently disrupted the
traditional studio setting. The programme’s cymitiand enchantment, derived from this
aesthetic style and the mistakes, simultaneoustaited viewers by drawing attention to
the programme’s artifice and drew them in by esbig an exciting atmosphere of
spontaneous, chaotic and unpredictable live-nessh& explains, ‘it is exactly a mixture
of belief and disbelief that characterizes the ybDdfaesthetic. It is an uneaplay
between investment and alienation, between andmitsidistaste and detachment and the
insider’s investment and knowledge’ (2001: 42, eagihoriginal).

Lury’s study ends in 1995 and does not includdyaisof any British dramas, but
this sensibility and aesthetic of ‘cynicism andartment’ translates onfugar Ruskand
Skins.For exampleSugar Rusldisplays many of the aesthetic markers identifigdLiory
such as handheld camerawork, odd angles, fantgsgesees, Kim’s direct address to the
camera and her often self-conscious voice-dskins while appropriating an aesthetic
style that is arguably closer to a British socedlist soap, similarly displays ‘yoof’
characteristics in its bad-taste humour which selipon the juxtaposition of unlikely
audio-visual elements. The first episode of seasonfor example, features two of the
central male characters being verbally sexuallyppsitioned by eight year-old girls. Both
series also oscillate between cynicism and enchamitin their modes of address, which
has crucial consequences for how sexual violenoatnzges are framed.

This tonal inconsistency is characteristic of tbarg more widely. Moseley argues
that many US teen drama series offer ‘a broad addrewhich both engagement with the
melodramatic/emotional and knowing distance caadmmmodated’ and usBswson’s
Creeks blend of self-consciousness and intense emdiigras an example (2001: 43).
Yet, British teen drama series offer a more progedrexample of this broad address, in
which the contrasting sensibilities of cynicism amthantment transcend editing or witty
one-liners to be mapped directly onto the image example, the season one finale of
Skinsends with central character, Tony, being hit byisa. @he scene is shocking,
dramatic and upsetting as Tony lies bleeding amouscious in his younger sister’'s arms.
However, the emotion of the scene is underminedwthe camera suddenly and surreally
cuts to Tony’s best friend, Sid, singing directiya the camera. Later, the other core cast
members including Tony join in. The interplay hbetween Tony’s dramatic accident and

the self-conscious musical number has a profoufettedn the tone of the scene, making it
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difficult to discern how to react. It is impliedahTony is seriously injured, yet his singing
undermines this and suggests that his accidentdhotibe taken seriously. The same is
true for sexual violence narratives in the programas | will go on to explore.

In this way, then, British teen drama series canibwed as a development or
continuation of the ‘yoof’ aesthetic of British gr@amming of the previous decades,
which, as Lury demonstrates, transcends channedifigs. Yet, their scheduling on E4,
Channel 4's digital channel, is also relevant tdarstanding their sexual representations.
Indeed, the legacy of the early days of ChannsleVident in these programmes in the
ethnic, racial, sexual and class diversity of tiobaracters. For example, the core teenage
cast of seasons one and twdsainsfeatures a black female, a Muslim male and a
homosexual male, whilSugar Rusliocuses on, Kim, a leshbian protagonist, and her
unrequited crush on her heterosexual black besidriSugar. As noted in Chapter 4, while
US teen dramas also often feature central non-winiteemosexual characters, this tends to
be an either/or scenaribln particular, the centrality of a lesbian pergpecin Sugar
Rushcan be seen as part of a longer tradition of pratree homosexual portrayals on
Channel 4 (Arthurs, 2004: 117).

Further, both series’ frank treatment of sex, whechpparent in their pilots, can be
linked to a wider history of explicit sexual repeagations on Channel 8ugar Ruslopens
with a fantasy sequence of Kim and Sugar kissirigrbecutting to Kim masturbating
under her duvet with the aid of her electric tootish, while the pilot oEkinsopens with
sexually explicit dialogue as Tony tries to orgarfisr Sid to lose his virginity and the
episode goes on to feature full male nudity. Bytast, onscreen representations of nudity
and masturbation are absent from US teen dramessetiich are subject to stricter
regulation. lllustrating this, the DVD box sets fath SkinsandSugar Ruslbear ‘18’
certificates, in contrast to the ‘15’ certificat@s the box sets dfhe O.C andSmallville.

The sexual frankness 8lugar RuslandSkinscan also be attributed to their timeslots:
Skinsaired between 10 and 11pm, whagar Rustaired from 10:50 to 11:20pfh.
Popular journalistic discourse of the programmaestigularly Skins,echoes early concerns
about the effects of Channel 4’s programming. Bldik Daily TelegraplandThe Herald
ran articles in 2007 and 2008, respectively, blgdkinsfor a new trend for out-of-

control house-parties held by teenagers acrosdkh@ayne, 2007; Murphy, 2008).

"For example, Friday Night Lights features a central black teenager, but no homosexual
characters while, conversely, Dawson’s Creek has a central gay character but no non-white
teenagers.

"8 US teen drama series typically occupy a 9pm timeslot and are often repeated at earlier times
during the day. At time of writing, Channel 4 shows episodes of Smallville on weekdays at
8:55am.
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Yet, it is important to note th&kinsandSugar Ruslemerge in a different climate
to this early programming on Channel 4. In the E9@hannel 4 was subject to much
criticism over views that it was abandoning its |pubervice approach in favour of
increasing ratings by importing US texts. This urdgs the importing of US teen drama
series such adawson’s Creelkn the mid-to-late 1990s. Debates about the raiatigp
between the channel’s public service values angrprnsing tendencies (often viewed as
mutually exclusive) have plagued Channel 4 sire@iteption and prevail to this day.
Two essays in a recent edition®dreerinterrogate this tension (Ellis, 2008; Malik, 2008)
E4 emerged in 2001 directly in response to thebatds. The rationale for the channel was
linked to growing evidence from market researct Bréain’s youth no longer felt a need
for public service broadcasting (Born, 2003). Aseaior strategist for Channel 4 argued,
‘There are lots of kids who just would not turn@BBC channel; they don't think it's got
anything for them. So if public service values goeng to remain in touch with that
generation, E4 is a bridgehead into essentialgnakrritory’ (quoted in Born, 2003: 782).
One of the ways that E4 targets this youthful demaplgic is through its teen drama series.
It currently imports US programmé&snallville, Veronica Mars, RoswahdOne Tree
Hill. However, as Georgina Born argues, there is acefietween E4 directly targeting
niche youth audiences and ‘the universality prilecat the heart of PSB’, an argument that
Channel 4 counter by claiming that they target idattitudinally rather than
demographically’ (2003: 791).

In Chapter 4 | identified many formal similaritieetween British and US series,
yet, as | outlined in the introduction to this ctepa key distinguishing feature, and one
that has crucial implications for the representatibsexual violence, is the discursive
construction of the teenager. In a British contéxg construction is inextricably linked to
claims of authenticity (which I will return to laten this chapter). For example, in relation
to Skins,British journalist Edward Behrens argues:

Dawson’s Creekvas the grandfather of teen drama. It alloweddgers on
screen and it allowed them to have their own fantizes. It was the first and
it was thrilling. But, my God, on reflection, whafantasy it wasSkinsmay
be the coolest show on TV, everyone may want tim bieeir gang but, thank
God it's not in Capeside. Thank God it's true nth&od it’s Bristol. Well,
thank God it's true at least (2008: 230).

It is notable that Behrens s&kinsup here as the ‘other’ @awson’s Creekreflecting
popular journalistic discourses surrounding theggamme more widely (Wilson, 2010;
Lee, 2007). In a recent interview, the produceskihs John Griffin, argued that, unlike
other US television dramas, ‘we don’t rape peoptedtings’ (Wilson, 2010: 23). One of

the series’ teenage female writers explained tlahe O.Cor Gossip Girlthere’s all
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these male characters coming to save the femaftactkes. Whereas | think we’ve got
good, strong female characters’ (Wilson, 2010: &), despite the vulnerability of the
teenage stage being less of a prominent concéBritish teen drama series,
representations of teenage sexual violence remmairajent.

AcrossSugar RuslandSkinsthere are four sexual violence narrativ@sgar Rush
features a rape storyline whikinsfeatures storylines involving the threat of rape,
homophobic abuse and stalking. Both of the rapeatiaes feature central female
characters as victims and non-recurring males geepators. Like rape or attempted rape
narratives in US series, it is these storylines dlcaupy the most privileged narrative
position, coinciding with the penultimate @king or final (in Sugar Rushepisodes of
seasons. In contrast, the homophobic abuse amkihgtalarratives occur at the start of
season two oBkins.Both storylines feature the homosexual central robsgacter,

Maxxie, as the victim and marginal teenage charaese perpetrators, namely a gang of
males and a female respectively.

A key distinction between sexual violence narraireUS and British series
relates to their shorter length. British sexualesmze narratives lie somewhere in between
the episodic and over-arching storylines of USeserinSkinsthe homophobic abuse
storyline is the only strictly self-contained epigonarrative, but the others span only two
episodes each. With the overarching sexual violeacetives irSugar RuskandSking
the main bulk of these narratives takes placeantin one episode, although the threat is
established (albeit very briefly) in the previoyssedes. The episode or episodes
following the sexual attack feature its (indirecthsequences, but the actual moment of
sexual violence is rarely referenced.

For example, the penultimate episode of seasomib8agar Rustends on a cliff-
hanger with Kim receiving a phone-call from Sugeinp sounds incredibly distressed. The
season finale details the reasons for this distressely her rape by a man on the beach
and her subsequent stabbing of him. The first tepgodes of season two feature Sugar in
prison, but in the episode summaries, provided ioy'&voice-over, no mention is made
of the rape. Instead, it is insinuated that Sugam prison because she swore at the judge
presiding over her stabbing caS&ins series structure differs fro@ugar RushWhile
Sugar Ruslinas a centralised perspecti®kinsfeatures an ensemble cast. Each episode is
named after and follows a different member of daist, focusing on personal issues
concerning their relationships. In this way, theesefavours short, concentrated bursts of
character development and, in terms of sexual na@ethis abuse is always inextricably

linked to a particular character’s personal idgntit
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Their condensed narrative form means that sexoédne storylines in British
series share many characteristics with US episseloal violence narratives. The actual
moment of sexual violence is brief and is typicglhysical in nature, after which the
narrative then diverts away to focus on other treara issues. The emotional aftermath
on the victim is rarely explored, although this ¢tenattributed not just to the shorter
length of these narratives but to the construabiotine British teenager as much less
vulnerable than their US counterparts. Anotherdiéfigrence between US and British
narratives is their treatment of the perpetratdth@ugh, like US narratives, the perpetrator
tends to disappear shortly after the moment of @tthey are afforded much more
sympathy in British series. This reflects the idggtal ambivalence at the heart of these
programmes, which can make it difficult to discaralear stance on sexual violence. | will
now go on to explore these narrative and strucpatkrns in more detail in relation to

Sugar Rush.

Sugar Rush

In the previous chapter | examined the structuastigpns governing representations
of sexual violence in US and British female-frontedn drama series. However, | omitted
a discussion adbugar Rushbecause sexual violence in this series is positiahifferently
in relation to series’ structure. Instead of cailirg with the series’ pilot and finale like the
other female-fronted programmes, its singular skexiaéence narrative coincides with the
season one finale. The conformitytdéx also a British series (which emerged a year
beforeSugar Rusland was made by the same production company)etpdtterns of US
female-fronted series indicates that this strut¢tiffeerence cannot be solely attributed to
national context and that other factors need taken into consideration.

The main distinguishing feature betwdéexandSugar Rusls the sexuality of
their protagonists. The presence of sexual violémelee pilots and finales of the other
female-fronted series indicates that the vulneitgitwf youthful female sexuality is a
central concern of these programmes. Importarttlg,yiouthful femaléheterosexuality
that is marked as a dangerous space. As Kim, tleeneeof Sugar Rushis a lesbian, the
series focuses primarily on her relationships wither women and there are few male
characters. The absence of gendered power imbalamber relationships means that risk
is diminished. Instead, it is her heterosexual fre=td, Sugar, who is the victim of sexual
violence. Nevertheless, Sugar’s rape has a profetfedt on Kim and is inextricably

linked to her transition from childhood to adultidoo
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Like all teen drama series, the pilotRdigar Rustopens with a series of events that
operate to disrupt the pre-existing off-screen ldgriuum: Kim moves to Brighton with her
family, meets new friend, Sugar, and later in this@de, discovers that her mother is
having an extramarital affair. In this way, theopiéstablishes the series’ premise, which is
concerned throughout with Kim’s negotiation of thevents, focusing predominantly on
her parents’ turbulent relationship and her rontanltisession with Sugar. Sugar represents
a disruptive force in Kim’s life, as signalled imet pilot when she frames Kim for
shoplifting to save herself. Their relationshiglsracterised by a power imbalance: Kim
desires Sugar, Sugar knows this and frequently pogaties Kim’s desire to her advantage.

By episode nine of the first season, the pre-exjgquilibrium appears to have
been restored and is directly related to Kim’sytdradulthood. Having fallen out with
Sugar in the previous episode, Kim begins to maat per unrequited crush, coming out
publicly for the first time and securing a datehwiéllow lesbian, Beth. Further, after Kim
sternly talks with her mother, her parents appe#&etreconciling. The optimism of the
episode is marked through upbeat non-diegetic guitesic as Kim dresses for her date. A
close up of her smiling face accompanies her voia-as she states, ‘for the first time, |
felt like an adult’. She leaves for her date jushar parents begin a (supposedly)
conciliatory talk. Striding confidently towards thamera, her voice-over happily declares,
‘Everything seemed to be turning out alright’. Yebtably, while the tone of her voice-
over is happy and relaxed, the reflective pasteersed throughout the series as well as the
use of the word ‘seemed’, suggesting artifice,ldista a foreboding atmosphere.

Immediately following Kim’s assertion, the equiiiam is disrupted when the
camera cuts to Kim’s parents who decide to remajragated. Additionally, Kim arrives
for her date, only for Sugar to interrupt by phanirer. As Kim answers her phone, the
camera pulls in closer on her face and her smiledas she listens to Sugar’'s distressed
pleas for help. Kim’s facial expression revealsigtune of alarm, irritation and
resignation. It is only then that Sugar is reveddgdhe first time in the episode. She is
framed in close up, covered with blood and cryifige episode ends on a cliff-hanger with
the camera cutting between a close up of Kim'snalas she stares at Beth and of Beth
turning to greet her. Beth’s smile fades as she K@a's face and Kim turns and runs.

Episode ten picks up where the previous episod@fefvith Kim searching for
Sugar. It opens with a black screen accompaniegirnis weary voice-over, ‘the things
we do for love...’, before the camera cuts to a Ishgt of Brighton beach. Kim’s voice-
over has a bitter, cynical edge as she compldim&s standing up a fit girl | could have a
decent chat with and snog, for a slapper who tdeaite like shit and only ever snogged me

to turn on loser guys’. Yet, this irritated tonesjavith the urgency of the image as Kim
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runs across the beach, shouting Sugar’'s name. &ufjaally revealed huddled beside a
pillar, crying in heaving breaths. Kim runs to la&d crouches down and the camera pans
to Sugar’s bloody hands.

The emotional resonance of the scene derives tinemeversal of the usual power
dynamics that characterise Kim’s and Sugar’s frignigl They are framed together as Kim
assumes control, wiping away blood from Sugar’'e faed asking her calmly and patiently
what happened. This is the first time in the sdh@s$ Sugar’s vulnerability is highlighted
and represents a marked change from her usual cockidence. This is further illustrated
by the two girls’ appearance: Sugar wears a rusticed, fur coat, her hair is messy and
she is covered in dried blood in contrast to Kinovighfreshly made up for her date and
wears a clean, white coat. It is significant thahkassumes an almost maternal role here,
as Sugar’s mother is never depicted on-screen.thi&eictims of sexual violence in US
teen drama series, upon the figure of Sugar nosgial violence, but a number of social
problems are mapped. She is poor, working-classnigcuous, has little parental support
and frequently shoplifts, gets drunk and smokesa&his. Yet, in keeping with the anti-
moralistic tone of British teen drama series, thgative does not dwell on her behaviour
prior to the attack. Finally, Sugar discloses 8ta stabbed someone before staggering
down the beach. Later in the episode, the viewankethat Sugar was raped.

This sexual violence narrative is interwoven vétharrative involving Kim’s
parents splitting up. When Kim returns home to findney for Sugar so that she can
escape town, she is confronted by her mother irifagrner she is leaving. Kim’s child-
like vulnerability is highlighted as she sits oe #dge of her bed and cries, with her head
held in her hands. However, almost immediately sitene undermines this emotional
moment, providing an example of the aesthetic bditgidescribed by Lury as ‘cynicism
and enchantment’, with the jarring of audio-visements. A facial close up reveals
Kim’s pain as she deals with her parents’ separatidile at the same time jaunty, upbeat
non-diegetic muzak begins. On the one hand, theesisehighly emotional: Kim is visibly
distressed, her parents have recently broken upadricis point, there is no indication why
Sugar stabbed the man and if he is even alive.d¢uld be complicit in murder. The
image emphasises Kim’s distress as she hurriedlysp@ join Sugar, stealing her
mother’s credit card and jewellery in the proc&¥s.the other hand, the audio elements of
the scene jar with the visuals and operate tomtistéghe viewer from this emotion. Muzak
connotes stasis. It is traditionally listened tdle/vaiting in an elevator or on-hold on the
phone. Kim’s voice-over further alienates the view self-consciously referencing the
season finale when she smugly questions, ‘why stiokind for the boring finale when you

can co-star in an adventure of your own?’. Thisradtion is heightened by the arrival of
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Kim’s younger brother who reminds her, ‘don’t forgeur toothbrush!’, a comment that is
at once a humorous intertextual reference to angth#th television programme as well as
an in-joke for dedicated viewers who know of Kimédiance on her electric toothbrush to
masturbate.

The scene could be read as distancing viewers tinerserious issue at hand,
similar to the way that US series use witty selfismous dialogue or interweave serious
storylines with comedic narratives. Yet, in thddaling scene, Kim and Sugar directly
discuss the rape while sitting in a roadside aafiéside Brighton. Sugar reveals that she
had consensual sex on a beach with a man, wheselftihen raped her. She stabbed him
in self-defence. Her speech is privileged herectraera cutting between close ups of the
two as Kim listens supportively. Sugar tries to clmadantly assimilate the attack into
normal sexual practices, dismissing the violencinefrape by joking, ‘Oh, just took me
by surprise, that's all. I've never done two befarflaughs]...it's the kind of thing a girl
needs to prepare for right?’ Yet her speech is fuated by sighs and tears and eventually
she questions, ‘Why are they like that with me,K¥hy don’t they all fall in love with
me...?" In this way Sugar connects the rape to nawmabnstructions of gendered
sexuality.

This relationship between gender, sexuality anggoas interrogated further in a

later scene as this extract of dialogue illustrates

SUGAR | should’ve just let that guy finish off, shoashoad and be done. We
could’ve been down Las Vegas [a club] just now hg\a right laugh about it
KIM: ‘cept it’s not funny

SUGAR would've been. Me and the gruesome twosome.
KIM: [sighs in exasperation]
SUGAR What was that for?

KIM: He raped you.
SUGAR No he didn't.

KIM: Course he did!
SUGAR | didn’t go down to the beach for a picnic. | knerhat | was there for.

KIM: No you didn’t. You never do, you're always so otiit.
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SUGAR [scornful] So you're saying I'm raped everytimbdve sex?!
KIM: Yeah! Practially...it's fucked up Sug, really it is

SUGAR Yeah, but so is rubbing fannies with other girls...

KIM: Don't talk to me.

SUGAR What do you care anyway?

KIM: Because you're smart, gorgeous, funny and cadlyan’'re wasting

yourself on guys who don’t give a shit.

Aside from the frank sexual dialogue and sweattinig, scene is reminiscent of similar
scenes in sexual violence narratives in US sdrieghich male characters espouse
feminist sentiments by lecturing female victimstbair lack of self-worth and respect. The
key difference though is that in those narratibegause it is the central male who is
espousing feminist sentiments, ideals of heteradexumance remain untroubled. In this
narrative, however, Kim makes a direct connectietwieen dominant constructions of
gendered sexuality, which privilege male dominataod female submission, and male
sexual violence against women.

In Sugar Ruslsexual violence functions as a catalyst for Kim &odar to have
sex, thus resembling overarching US sexual-violexszadvancing-romance storylines.
Like these US narratives, after Sugar’s rape, #reative focuses on the emotional
aftermath of the attack on her while Kim comfontsl @oothes her. It is this period of
comfort that leads to them having sex. Yet, unli& narratives, because of the shorter
length of British series, this storyline is higldgndensed. This is heightened further in
Sugar Rushin which, unlikeSkins,each episode lasts only twenty minutes. This naeat
takes place over less than twenty-four hours. @pe (as well as the perpetrator) are not
depicted on-screen and instead the narrative bégidetailing the immediate aftermath of
the attack on Sugar which ultimately leads to met lkim having sex later the same night.
The concentrated narrative space in British teamdrseries provides a partial explanation
for the short space of time between the rape andeartsual sex in this storyline, but this
can also be attributed to Kim’s gender and sexualihe absence of a gendered power
dynamic between the two girls means that Kim poseghysical threat to Sugar. In these
types of narratives in US series, romance follovgagual violence operates to disguise the
relationship between normative constructions ofdgeed sexuality and violence by

restoring the desirability of heterosexual romamee&ontrast, irsugar Rushhis
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relationship is kept in view, addressed and prohlesed. It is precisely this critique of
heterosexual practices that renders Kim a desiralideit temporary, choice for Sugar.
The relationship between the two girls takes dairgtale quality as, after stealing
a car and driving to London, they use Kim’s motheredit card to book themselves into a
penthouse suite in a hotel. There, they share ambmbubble bath while drinking

champagne and looking out over the lights of Loniigure 8.1).

Figure 8.1 Sexual violence as a catalyst forromanc e in Sugar Rush (110)

At the same time, the narrative becomes centralbyaKim’s anger at Sugar’s constant
manipulation of their friendship. After Kim verbgltonfronts her, Sugar kisses Kim
tenderly as if to apologise. As she does so, tlemiog bars of a non-diegetic romantic pop
song begin. The song is significant and is usealinout the first season to underscore
moments of intensity in Kim’s desire for Sugar. K&s lasts almost thirty seconds with
facial close ups shot from different angles fadimtg one another. The music links this
scene to the next which opens the next morningueal an overhead long shot of the two
girls in bed, implying that they have had sex. §tretches her arm over Sugar, pulling her
closer and they are framed in an overhead closs tpey face each other. Kim stares at
Sugar who gradually opens her eyes and smilesjnglbm’s nose with her own. The
music temporarily stops as the camera cuts to Kparents emerging from a police car
outside the hotel but begins again as the camésebagk to the bed. The camera then
alternates between a shot of the hotel corriddtiass parents walk towards the room,
flanked by officers and a final close up of Kim 8ng directly at the camera, her voice-
over happily proclaiming, ‘don’t you just love happollywood endings?’

Kim’s final line signals the ambiguity of the seasnding. On the one hand, it is
ironic as the viewer knows that, seconds from rw and Sugar will be apprehended.
Further, as Sugar is heterosexual, there is $itfese that this will lead to anything more,
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thus renewing the series’ central concern with Kinmirequited obsession for a second
season. On the other hand, there is a sense tmaivillinot care as she finally has what
she has desired for the whole season. Either wggrSurape becomes obscured as her
relationship with Kim takes precedence.

At the same time, though, the feminist argumentfémmale-fronted series offer a
particularly conducive space for exposing andquitig gender norms applies doubly for a
series likeSugar Ruslthat features a lesbian protagonist. By framingnidseative from
Kim’s point of view while also allowing Sugar spaedescribe the aftermath of the rape
on her, the storyline directly addresses the iatiip between gender, sexuality and
power. The dialogue between the two girls critigiiesconnection between dominant
constructions of gendered sexuality and male sexabdnce against women. Further, as
there are no central male characters in the s@#de from Kim’s father), masculinity is
not recuperated and the prioritisation of a homoakrelationship following the rape does

not restore heterosexual norms either.

Skins

Skins from the outset, established itself in direct@gipon to the discursive
construction of the teenager in need of guidareeofired by US series) by emphasising
the intense independence of its nihilistic teenageacters and offering a frequent and
largely consequence-free portrayal of underagekiohgn drug use and promiscuous sex. It
claimed to be free from a moralising adult agerdahis comment from Jamie Brittain,
the twenty-something year old son of the fathertonm who created the programme,
illustrates. In response to his father, Bryan Biskeho was running ideas past him for a
new teen series, he argued:

You should do something for kids; but not the uswap. Get rid of all the
moralising, the constant pumping rock music thdtpsople seem to think kids
like, the fantasy sequences, the flashbacks, tholy@amera work, the
middle aged portrayal of emotions, the stupid idsased stories, the crap
voice-overs, the glammed up 20-something actorsplénpthem. Get rid of all
that shite and do something FUNNY instead (2007).

Elsley explains further:

We’'re obsessed with drugs, with drinking, with ségung people accept these
things as givens. Lecturing them is hopeless. Witdrding them is

impossible. You can only watch and wonder at how thie vast majority of
them survive (2007).

Elsley’s suggestion th&kinsoffers an authentic, unmediated window into teenage

life in Britain is reinforced by the production tife programme, which includes teenage
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voices on its writing team, and by its casting. $hees features mainly amateur teenage
actors who, despite being highly attractive, arelmiess polished than their US
counterparts: they often have greasy hair, ditghels and spots. The promotional
materials for the series also trade upon this naticauthenticity by connecting the series
to the real world througBkinssponsored parties at nightclubs throughout Briaid by
creating facebook and myspace profile pages fahigsacters. As | illustrated in the
introduction to this chapter, debates about thbemiicity of the series’ representations
enter into popular journalistic discourses. On @728pisode o€harlie Brooker’s
ScreenwipéBBC4, 2006- ), British comedian Stewart Lee cormad that the teenagers
on Skinswere overly ‘confident, sassy and cool’ and thusealistic. Conversely, Behrens
argues that an ‘authentic attitude’ is ‘everywhiarthe SkinsDNA’ (2008: 229).

The programme’s claims of authenticity are ofteadito provide a justification or
rationale for its representations of teenage lifehis way, it echoes arguments
surrounding the depiction of social issues on ghritoap operas (see Geraghty, 1995: 71-
2). Yet whereSkinsdiffers considerably is its rejection of didadgsue-led storylines in
favour of portraying underage drinking, drug usd aasual sex as everyday facts of
teenage life about which nothing can be done. Eneshas been accused of glorifying
this behaviour and indeed, the trailer for seaswnaapitalised upon the ‘shock value’ of
the programme by depicting the teenage charadtersvdd house party, drinking, taking
drugs and having séX.Youthful exuberance is connoted and celebrateslitiir fast-paced
editing, colourful clothing and the soundtrack whigses the rebellious anthem of
Gossips ‘Standing In the Way of Control’. It ends withomg-shot of the teenagers passed
out on a mass in the bed (Figure 8.2). Crucidlis not teenage vulnerability or fallibility

that is emphasised here, but teenage rebelliofteexent and nihilism.

" Christopher Gildemeister of the US Parents Television Council condemns Skins for its
representations of teenage life, arguing that, ‘The PTC has frequently warned parents about the
content on such American-made teen-targeted programs as the CW network’s Gossip Girl and
its new 90210. These programs glorify teens drinking, smoking marijuana and having sex, both
with adults and with one another; but contrasted with their overseas counterpart Skins, they
appear almost tame’ (2008).
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Figure 8.2 Teenage nihilism in the trailer for ~ Skins

However, despite the creators’ assertion that tpyesent a version of teenage life
that is free from a moral adult agenda, an anabfsispresentations of teenage sexuality in
the series reveals that ideologically it is fatlynservative and very similar to the US
series that it attempts to distance itself fromsjide the diversity of its ensemble cast, the
dominant point of view presented in the serieta of the heterosexual white male,
through Sid and Tony. Tony has the most episodestéed to him and in interviews
Brittain and Elsley claim that they based Sid aisdfdther on themselves. (Unsurprisingly,
Sid’s father, although certainly not flawless,hie most well-rounded and sympathetic
adult in the series.) Further, the narrative peyds Sid and Tony’s relationships, both with
each other and their girlfriends. In particulad’Sirelationship with his girlfriend, Cassie,
provides a meta-narrative across the two seasarswiite and homosexual characters
are marginalised in that the only central charadieishare episodes are the Muslim,
Anwar, and his homosexual friend, Maxxie.

Significantly, the sexual culture of the serids fieatly with Byers’ (1998) analysis
of representations of teenage sexualitiMinSo-Called Lifediscussed in Chapter Byers
argues that these representations are genderédnaie characters’ sexualities portrayed
as fluid and flexible in contrast to the sexualragyeof female characters, which almost
always results in loss (2007: 13). Althougkinsseemingly celebrates teenage sexual
activity as consequence-free, it is notable thatsime gendered sexual norms apply. For
example, when central female characters, CassiMaaielle, have non-monogamous
sexual experiences, they are depicted as devadxafal desire and the sex is closely
followed by scenes of them crying. The other cériénaale in the series, Jal, remains
virginal until season two when she finally has séth Chris. This leads to her getting
pregnant and deciding to have an abortion whemeseses that Chris has a terminal,
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genetic disease. In contrast, the sexuality ofraéntales in the series is portrayed much
more positively and they frequently have promisausexual experiences without
suffering any negative consequences.

This interplay between the series’ constructiothefteenager as highly
independent and rebellious and teenage life adrive® moral-lessons-to-be-learnt and the
conservative ideology at its centre has key impbece for its representations of sexual
violence, as | shall now go on to explore. For epdnthe depiction of teenage characters
as sexually experienced, knowledgeable and corifiieans that their sexual
victimisation is much rarer. This is illustrated &y episodic homophobic abuse narrative
involving Maxxie (201 ‘Maxxie and Tony’).

This narrative opens comically, with Maxxie’s fathWalter, practicing a dance
routine to diegetic country music with his dog floe upcoming dog show. Overhead and
shot from below, six unsmiling teenage males leaar the railings of the housing estate
where Maxxie lives, watching. Their inscrutableiexpressions, identical stances,
similar heights and casual dress makes it diffitulistinguish one from another, marking
them as an imposing mass. In the following shotctmaera is positioned just below
Walter, revealing the intensity of his concentmatamd his obliviousness to the boys
overhead. The music fades as the camera cuts tgi®&)aauntering past the gang. Dressed
in a pink and maroon striped t-shirt, a pale bagket and a gold necklace, he is othered
from the outset.

The camera focuses on each boy as they turnri saghing loudly and moving
threateningly towards Maxxie. Their sexually explamd homophobic dialogue is
punctuated with abusive swear words as they maok Tihe music is no longer audible at
this point, highlighting Maxxie’s isolation, out bfs father’s view of sight. His isolation is
further highlighted by the framing: Maxxie is frachalone while the gang are framed
alongside each other. Yet, throughout this vollegliuse, Maxxie remains silent, still and
relaxed, with an amused smile playing across lue &s he listens with his hands thrust
into his pockets. He seems completely unbotheretthdiy taunts, at worst only mildly
irritated. Humour further neutralises the threavas of the boys’ homophobic comments
veers into homoeroticism when he goes too far stdieing Maxxie’s sex-life. Silence
descends, the only audible sound is the squawkartyy seagulls, as the gang stare
incredulously and confusedly at the outburst oflibeg.

Although Maxxie does become more fearful of theggas the narrative develops,
his independence and, specifically, his sexualidente (he has been open and
unapologetic about his sexuality from the outsehefseries) have crucial implications for

how the narrative unfolds. As discussed in Cha@tén US homophobic abuse narratives,
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perpetrators are rarely depicted and the solutidhé ‘problem’ lies with the homosexual
character. Once they ‘come out’, the threat disappand often the homosexual character
disappears also. By contrast, in this narrativendyhobic abuse operates as a catalyst for
Maxxie and Dale — the only one of the gang to emjia name and (partial) back story —
to kiss.

Towards the end of the episode, the abuse becphysical when Maxxie is
targeted outside a party in the woods. Threattebtished even before the gang are
revealed, by the shadowy lighting and eerie silen@®ntrast to the loud party inside.
Suddenly twigs snap underfoot and Maxxie’s breatlyjnickens indicating his fear. The
viewer is aligned with his point of view as he sadgyure lurking in the shadows.
Gradually the gang reveal themselves, surroundiagXié. Fast-paced non-diegetic music
begins, the beats intensifying the sense of urgasdflaxxie escapes with the gang in
pursuit. The camera cuts to a medium shot of lgs, lemphasising the speed at which he
runs. Whoops and cheers can be heard as the gasg bt the camera remains on
Maxxie. As he draws to a halt, seemingly havingromt his abusers, the music stops and
his heavy breathing is audible as he mutters ‘tssdde seems irritated here, not
necessarily afraid, although the speed at whictahéndicates his fear of getting caught.
Suddenly he is whipped out of the frame as Dalegion him, wrestling him to the
ground. The two men roll a short distance beforke Pans Maxxie to the ground and
kisses him. This positioning suggests Dale’s pdweragain Maxxie looks more confused
than fearful. Indeed, he laughs, raising himselfaugest on his elbows, and explains,
‘Dale, you can't just treat me like shit and thestj..just...ah, fuck it"" The camera cuts to
a close up of Maxxie looking Dale up and down asrhédes, pulls Dale towards him and
kisses him.

Maxxie’s exclamation of ‘fuck it’ is significant Ine, echoing the motto of his
friend, Chris, who is arguably the most nihilisbicthe teenage cast. The nihilistic attitude
that underpins the series makes it difficult toetgkexual violence seriously. Indeed, despite
his initial fear while running from the gang, Ma&s sexual confidence renders him more
in control and powerful than the still-closeted @edf-loathing Dale. In US episodic sexual
violence narratives, perpetrators of sexual vicdeme typically portrayed as villains and
afforded little back story. Although little is knevabout Dale’s background in contrast to
Maxxie, he is afforded more sympathy here. Thisigalent portrayal of perpetrators
extends more widely across the series. For exarnmptbe following episode, the narrative
focuses on Sketch, a marginal female classmateeafdre cast, as she stalks Maxxie (202
‘Sketch’). The series’ character-of-the-week stnoetoffers an insight into her life which

enables her to transcend good/evil binaries.
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On the one hand, Sketch is depicted as highly sh&eand unstable. Her room is
covered in photographs of Maxxie, taken withoutduasent, she keeps a diary of his
behaviour and leaves anonymous gifts for him abskhHer desire to secure the lead in
the school play opposite Maxxie leads to her acguie drama teacher of sexual
harassment when he rejects her and drugging Mgk existing lead. Visually and
aurally she is coded as monstrous. Her costumiesiénintertextually to cinematic
villains: she dresses as serial killer, HannibaidteefromSilence of the Lamlz an Oscar-
themed costume party and her usual outfit of tnmjseshirt and braces resembles Alex’s
(Malcolm McDowell) costume i\ Clockwork OrangéStanley Kubrick, 1971)urther,
close ups of her inscrutable facial expressiorhassgares at Maxxie are often
accompanied by eerie, non-diegetic, screechingan@si the other hand, the narrative
provides an insight into the motivations behind Ibehaviour, revealing her lonely and
difficult home-life as the solitary carer for heverely disabled mother.

Indeed, the character-of-the-week structur8lohshas important implications for
how sexual violence narratives are framed. In ‘Gkeit operates to provide a multi-
dimensional view of the perpetrator of sexual vigke by focusing on her personal life, yet
notably although Sketch features in the serieshferest of the season, she is never fully
intergrated in the group and remains peripherak $tiucture is similarly tied to personal
identity in a season one sexual violence narrativelving Tony’s young sister, Effy (108
‘Effy’). Yet unusually, despite the episode’s tjtleis not Effy that this narrative primarily
focuses on, but Tony. Indeed, sexual violence tseiramed as a narrative about Tony’s
character development and is part of a long chia@vents that highlight Tony’s sexually
manipulative behaviour. As such, some backgroufatnmation is required.

Throughout season one, Tony is portrayed as artpganipulative and verbally
and psychologically abusive. He constantly undeesinis best friend, Sid, and frequently
cheats on his girlfriend, Michelle. Further, heeoftverbally taunts her, nick-naming her
‘Nips’ after her different sized nipples and hemfihg her insecurity about her
appearance. An oral school report that he delioerthe role of power in sexual
relationships makes his position clear when he lcoies that ‘sex plus power equals fun'.
In episode 106 (‘Maxxie and Anwar’), Tony perforfeiatio on Maxxie, reasoning that
he is bored. Michelle sees and splits up with hirthe following episode (107 ‘Michelle’).
She then begins dating Josh, a non-recurring realeager who attends the local private
school. In jealousy, Tony devises a plan to spént up. He takes (consensual) sexually
explicit photographs of Josh’s sister, Abi, (witham Tony has previously cheated on
Michelle) and texts the photos to Michelle fromhlegphone. Michelle believes Josh sent

them and disgustedly dumps him, but still refusetoncile with Tony. In the following
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episode, Josh takes revenge on Tony by luring t6fgy party, injecting her with drugs
until she passes out and then threatening Tonyamthltimatum: Josh will only call an
ambulance for Effy if Tony has sex with her.

Once again, the hedonistic lifestyle that the agems live in the series has crucial
implications for the way the narrative unfolds.dtgh younger than the other characters
in the series, Effy is portrayed as incredibly wild the pilot episode, Tony is forced to
cover for her with their parents when she sneaksdvassed in highly revealing clothing,
late at night. She only returns at breakfast the m®rning. As a peripheral character, the
narrative rarely focuses on where she goes, esitédj her as a mysterious figure which is
heightened by the fact that she refuses to spdaks&xual violence episode emphasises
her nihilistic behaviour, following her as she saliyipropositions an elderly man on the
bus, goes to a party at a warehouse and kissemkesldrugs with a random boy. Even
when Josh later injects her with drugs, she doepnatest. Again, like the homophobic
abuse narrative, this nihilism detracts from th@ance being inflicted upon her.

Yet, although the narrative emphasises her bebhaypigor to the attack (like US
narratives), it does not operate as a warning abfiyts behaviour but, rather, as a
warning to Tony. She is visually and narrativelyrgiaalised after passing out and there is
no sense that she learns a lesson about the mpossitdequences of her wild behaviour.
Indeed, in the few seconds of screen-time sheasdafd following her drugging and
‘attack’, she appears to feel no anger or any atheastion whatsoever, in keeping with her
general state of blank, speechless composureelthifd season, she is more nihilistic than
ever.

Instead, the sexual violence narrative focusedgmnately on Tony and is
interwoven with other storylines, involving hisdnds excluding him from their social
activities, which further highlight the effectstuf behaviour up to this point. This
isolation from his friends leads to Tony being \arble and alone as, after receiving an
anonymous tip-off, he searches for Effy at a partys party is marked as different from
the normal world of the series, through the lighticamerawork and soundtrack. When
Tony enters, the space is bathed in red light hadcémerawork alternates between
tracking shots that follow Tony around and mobaadtheld camerawork from Tony’s
point of view, increasing the viewers’ disorientati Further, the party is populated by
unfamiliar non-recurring teenage characters froenghivate school; characters who are
often marked as oppositional to the core teenasgfehgeatheir different class.

As Tony enters the room where Josh and Effy asepthsic gradually fades out
and the lighting becomes naturalistic (although stiadowy). Framed in a medium shot,

leaning over the table, Josh appears normal irrasirto the other teens populating the
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space; he is calm, relaxed and friendly as he dggestures to Tony where Effy is. A
close up of her face reveals that she is unconsdietore the camera pans up to Tony’s
alarmed reaction. From then, the non-naturalis&tlizetic returns. As Tony frantically
searches for his phone to call an ambulance, moaitgerawork intensifies the urgency
and the editing seems to skip, repeating a clos# s face. Suddenly Josh shatters the
phone and provides Tony with the ultimatum thatsalhe has sex with Effy, he will not
be allowed to take her to hospital.

A comparatively lengthy twenty-five second shatwh Tony, incredulous,
preoccupied by concern for Effy as he tries to piek up before Josh enters the frame
behind him and pins him to the billiard table. Tdanera cuts between close-ups of the
two as Josh goads Tony with sexually explicit comta@bout his sister. A facial close up
reveals Tony’'s anguish as he shuts his eyes, leeatnavily and pleads desperately with
Josh. Josh releases him only to punch him to tbengt and hold his foot over his neck.
Again a lengthy twenty second shot of Tony’s faegbression emphasises his pain and
fear as Josh starts to undress him and remindshaimshe’s dying over there!” Softly,
through his tears, Tony pleads with Josh. The caroets to a distorted low angle shot of
Effy in the foreground and Tony and Josh behinchimeling viewers of the peril she is in.
Finally, Josh lets Tony go, slapping his face lights if it was all a joke and declaring,
‘here endeth the lesson’. The camera pulls closelyony’s shocked and traumatised
expression as a tear rolls down his cheek.

Indeed, the narrative operates less as a warhogt &ffy’s behaviour, resonating
with the series’ treatment of drug use as an ewrydct of teenage life, and more as a
lesson for Tony about the consequences of his Hgxaanipulative behaviour.
Immediately following this scene, Tony mutters td #at ‘it's all my fault’ and in the car,
on the way to the hospital, the camera lingers olose-up of his sad and shocked facial

expression. Effy is largely obscured (Figure 8.3).
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Figure 8.3 Tony privileged over Effyin ~ Skins (108 ‘Effy’)

The dialogue of the episode’s final scene, whiélesgplace between Tony and Sid in a
hospital corridor, reinforces that this is cenyralnarrative about Tony, his personal
development and moreover, his relationships witleopeople, especially Sid:

TONY: | know | can be a wanker sometimes, but everyowes that...don't
they? Ball-busting, turning heads wherever | goopte like that, | like
people liking that...then | start to feel distorteetause I’'m more than that. |
don’t wanna be a wanker. | don’t Sid. Effy knowatt She loves me for who

| really am. God, | sound like fucking Lionel Riie

SID: | quite like Lionel Ritchie

TONY: All I know is, when | was scared tonight, andds\a bit, | wanted you
there. Effy’s different, | sort of own her becasbe’s my sister but with you,
| really wanted you there and then you were with¢ar

SID: Thing is Tony, you sort of own me too...mostly ig@d way.

The dialogue directly references Tony’s power duffy and Sid and indeed, this
narrative is centrally about the relationship betwgender, sexuality and power. The
sexual violence narrative is positioned as the mation of a long history of Tony’s
sexual manipulation of the people surrounding lliash threatens Effy and Tony with
rape as revenge for Tony taking sexually explibibtegraphs ohis younger sister and
manipulating Michelle into thinking that Josh tailem. Thus, the narrative creates
parallels between two different forms of genderexlal abuse since although Abi
consented to having her photograph taken, sheodishder the false pretence of helping
Tony with an art project.

Yet, at the same time as the narrative highliglosy’s sexually abusive behaviour,

as is characteristic of the series more widelglso operates to render him a more
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sympathetic and likeable character by highlightuisyvulnerability and concern for Effy.
Although parallels are made between Josh and Tdomgfiaviour, the heinous nature of
Josh’s ultimatum and thghysicalthreat he poses to Effy, in contrast to Tony’s [awithy
psychological manipulation of Abi and Michelle, rkdnim as distinctly more villainous
than Tony. In the previous episode, for exampletetare hints that Josh is unstable when
he reveals to Michelle that he has to take drudg®ém his ‘obsessive, sociopathic
tendencies’ in check.

The upper-class/middle-class divide between JodiTany further operates to
differentiate them. In British teen drama seriesyes of class are intertwined with sexual
violence narratives in a way that is much more eéa than in US series. Although US
series, such aBhe O.CandVeronica Marsalso focus on class issues, the protagonists are
able to oscillate between different class groupneigtively smoothly. The viewer is
invited to sympathise with working-class (Ryan)vér middle-class (Veronica) and
upper-class (their friends) perspectives in botg@mmes through the central characters.
In contrast, British teen drama series firmly aliga viewer with a middle- or working-
class point of view. Ii8kins upper-class characters (with the exception of Rasineth)
are portrayed negatively as lacking self-awareaassare largely comedic figures. In turn,
this renders the abusive nature of Tony’s treatroéAbi less visible too, as she is
primarily an unsympathetic, villainous charactethia series.

All three of the sexual violence narrativesSkinsare less about the relationship
between normative constructions of gendered seyuaid violence and more about issues
of personal identity; they thus fail to connectis#xiolence to the broader gendered
social structures that enable and permit this abdngéis way, despite the creators’ wishes
to establistBkinsas the antithesis to these programmes, its refdeggsTs of sexual
violence are similar to those in US series. Howgetles emphasis on the personal cannot
simply be attributed to the wider teen drama segesge, but to the particular series’
structure ofSkins.In this context, sexual violence storylines are edded within episodes
about individual characters and issues concermieiy personal identity so that in ‘Effy’,
for example, the sexual violence narrative operetdsrther Tony’s character
development. There are other narrative differehe#seen US and British series evident
in these storylines. For example, as we have gggpetrators of sexual violence are
treated much more ambivalently$kins and are afforded slightly more back story which,
in turn, renders them slightly more sympathetiatter, the discursive construction of the
teenager as independent and sexually confideBkimsaffects how sexual violence
narratives unfold and, as such, there is muchdegshasis on the emotional aftermath of

the abuse on the victim. The overall ethoSkinscomplicates ideological readings of
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representations of sexual violence in the programirhe nihilistic sensibility that
underpins the series’ teenage characters obstweeetiousness of the sexual violence
committed upon them. Maxxie quickly excuses Dalbehaviour in favour of kissing him,
while Effy is obscured altogether following her dging. This makes it difficult to take
these sexual violence representations seriougly discern a clear, didactic stance on this

abuse.

Conclusion

A comparison of US with British teen series allaws to identify persistent themes
that attach themselves to the figure of the ‘teeriag both contexts. Both British and US
teen drama series are underpinned by an assuntp#ibeexual violence is an inevitable
part of teenage life. There are also representtioarrative and ideological similarities
that cut across these programmes, allowing medthesige the dominant critical view of
the teen drama series as a ‘profoundly AmericantgéMoseley, 2001: 43). Both US and
British series position female victims of sexuallgnce in need of protection, largely
feature non-recurring male perpetrators and offéividualised understandings of sexual
violence that are divorced from the gendered initipgthat underpin this abuse.

However, important differences arise between tippggrammes too. As the
vulnerability of the teenage space is a less prentinoncern in British programmes, there
is much less emphasis on the fear and victimisatidaenage characters. The seriousness
of these narratives is also often diffused by hunuwiby a cynical mode of address.
Further, as indicated by Sketch and Dal&kms perpetrators are often portrayed in a
much more ambivalent manner than in US series emdftorded more sympathy.

The ideological ambivalence that surrounds sexioéénce storylines iskinsand
Sugar Ruslechoes Lury’s work on British youth television betm 1987 and 1995. She
argues that ambivalence is a key feature of thettatytelevision constructs youth at this
time, explaining that in a climate of widesprea@mployment and insecurity for this
youthful generation, ambivalence was actually dulsamotion (2001: 10). While she
notes that the programmes she considers are fettre¢ of young people, they
encouraged a specific way of coping with the demsaridhis particular generation. She
explains that, ‘an ambivalent incorporation inte fluctuating and chaotic processes of
contemporary society may be the most approprituetistrictly the most subversive,
tactic for young people’ (2001: 11). While it isportant to acknowledge that Lury refers

to a very specific time period and to a generatih@t transcends teenage years, her
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comments about the relationship between youth anthyprogramming in Britain still
apply toSugar RuskandSkins.

This ambivalence has a profound affect on the way $exual violence is framed
in these series. For example, the aesthetic otigmiand enchantment directly affects the
tone ofSkinsandSugar Rushmaking it difficult to take the sexual violencarratives
seriously. This is exacerbated by the series’ tigeaf didacticism in favour of nihilism,
which makes it hard to discern the programme’slmigical stance on this abuse.

However, it is important to note that compartggar RuskandSkinsfeels forced.
While Sugar Ruslis also ideologically inconsistent, the centratifya lesbian perspective
allows for a rare interrogation of the relationshgiween normative heterosexual practices
and sexual violence as outlined by the dialogueréen Sugar and Kim following Sugar’s
rape. In turn, the homosexual romance narrativeftilaws the rape, unlike the
heterosexual romances discussed in Chapter 6fisagrily does not recuperate hegemonic
ideals of gender and sexuality. Thus, while sexigénce inSugar Ruslis positioned
differently in relation to series’ structure thamseries fronted by heterosexual heroines,
like Hex, Veronica MarandBuffy,this programme creates a space for a counter-

hegemonic understanding of sexual violence.
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Chapter 9

Conclusion

Introduction

The aim of this thesis has been to investigateitids of stories about sexual
violence enabled (or not) by the teen drama sggese, looking at US and British
programmes from 1990 to 2008. This thesis has densil how these storylines are
positioned in relation to series’ and generic sties and has revealed a variety of
different forces shaping how these narratives @m@éd. These include issues of narrative
form, generic hybridity, the gender and sexualityhe series’ protagonist and medium
specificity as well as particular social and brasiimg contexts. In this final chapter, |
discuss the implications of the findings of thisearch project as a whole and consider
how this work relates to the findings of existiegn and feminist television scholarship.
The chapter then moves on to reflect upon the naetlbgies employed and their
potentials and limitations. | conclude by explors@mne other directions in which this

research may develop in future.

Findings and Contributions

As discussed in the introduction to this thesibptars of screen representations of
sexual violence have argued that fictional nareatorms are often better equipped to
depict this issue than factual forms, such as qagramming (Cuklanz, 1996; Moorti,
2002). Where factual formats are viewed as relbtivedbosed’, television dramas, in
particular, have been identified as a more ‘opeace in which more challenging
representations may be constructed (Schlesingdy #83; Henderson, 2007: 12).
Further, devalued ‘feminine’ genres, in which catgghe teen drama series could be
included, have been identified as more receptiwaring the victim’s experiences of
sexual violence than other programming (Rappin§21€uklanz, 1996). Henderson
specifically pinpoints the soap opera as a formathich ‘controversial or socially
sensitive issues are played out’ (2007: 12).

Teen drama series, then, with their soap-like &dronganisation and thematic
concerns, hold many potentials for representingi@exolence. The prevalence of these
storylines, in the first place, indicates that thpsogrammes foreground central feminist
concerns. Their ensemble casts mean that multgrlgppctives on sexual violence are

enabled. In turn, through these diverging undedstays of this abuse, these programmes
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often self-consciously deploy rape myths, suchiesw-blaming, to then interrogate them.
The emotional aftermath on the victim is frequerttgphasised and, moreover, because
these victims are typically central female chanagtéhey establish strong levels of
identification and sympathy.

This thesis has been concerned with exploringlifierent forces that shape sexual
violence storylines, developing upon previous wiotk screen depictions of this abuse by
broadening my definition of sexual violence andcbysidering the context of these
storylines in relation to wider series’ and genstitictures. There are two dominant
narrative forms of these storylines in teen draer&s: the self-contained episode and the
overarching storyline that spans multiple episodéeir different narrative structures
affect how sexual violence is framed.

Feminist and teen television scholars have fredyeéetided episodic issue-led
narratives for failing to deal with issues in argpth. Indeed, the narrative closure
enforced on these storylines means that therttlesdimphasis on the aftermath on the
victim and only tenuous solutions to the problenseXual violence are offered.
Perpetrators are almost always non-recurring mallesdisappear shortly after the
violence has taken place. They are overwhelminighdewy figures, marked as distinct
from the series’ ‘normal’ males. In this way, cootiens between dominant constructions
of heterosexual masculinity and violence are coethi Further, with the exception of
social issue episodes, sexual violence is rarenaral concern of these narratives, but
rather, is used to highlight other issues (the exdbility of female youth) or themes (the
mystery-of-the-week or a romance plot). These diegrs, along with the tonal
inconsistencies that permeate the genre and theyleaplings that are typical of these
storylines, mean that the seriousness of sexuknge often becomes obscured.

These findings, then, reinforce dominant scholaruments about the limitations
of episodic issue-led narratives. However, by agialy these narratives in more detail and
by paying close attention to the wider series’ gaderic context in which they emerge, |
am able to complicate this reading. For examplelendocial issue or problem-of-the-
week episodes have been widely dismissed, it sabethat these are one of the few
narrative forms to display a serious commitmergrigaging with sexual violence directly,
exploring its aftermath on the victim, offering riple points of view on the abuse through
didactic dialogue and, in the process, interrogatape myths. This is not to say that these
narratives unproblematically promote feminist disses on sexual violence, but that,
unlike the other episodic sexual violence narratidiscussed in this thesis, they offer a

rare space to address sexual violesmesexual violence.
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Episodic narratives in the supernatural seigyandSmallvillealso offer
possibilities to challenge patriarchal understagsliof sexual violence. These programmes
frequently foreground the relationship between #fuiase and hegemonic constructions of
gendered sexuality by establishing parallels betwkterally) monstrous perpetrators of
sexual violence and human males and by positiocémgral (usually male) characters in
the role of perpetrator. This, in turn, makes irendifficult to divorce sexual violence
from more pervasive examples of gender inequalifde$he same time, though, it is
important to note that the crime and punishmemhé&aork that underpins these episodes
constrains their possibilities for promoting courttegemonic understandings of this
abuse. As is characteristic of episodic sexuakvioé narratives more widely, these
programmes privilege personal solutions to thisselmather than proposing the need for
social transformation. Further, sexual violenceaasformed into a mystery-to-be-solved,
often detracting from the sexual violence at hand.

Where episodic narrative forms have traditionatieb criticised for failing to deal
with issues in sufficient depth, serial forms héeen praised for providing deeper levels
of characterisation and complexity when dealindissues. In many ways, overarching
narratives in teen drama series do allow for a rdetailed exploration of sexual violence.
There is much more emphasis on the aftermath ddltiee on the victim, focusing on a
range of emotional responses, such as fear, deoiaiision, shame and, less commonly,
anger. The victim’s residual fear following a sexat@ack can span several episodes,
suggesting that trauma cannot always be neathagwd. Again, like episodic sexual
violence narratives, victims are commonly centeahéle characters, allowing for a
significant level of identification and empathy aaldo enabling them to move beyond
their victim role to encompass other identities@ses progress. While perpetrators tend to
remain non-recurring male characters, as in episogiratives, there is slightly more
emphasis on their back story. Although the viewetiscouraged from identifying with
them, reasons, however tenuous, are offered farlikbaviour. These storylines tend to
be more open than episodic sexual violence naestiacking narrative closure. This lack
of resolution offers the potential for polysemiadengs on sexual violence. Further, the
serial structure enables particular storylinesdadyisited at a later date. While this is rare,
it has the potential to highlight the long-termeets of sexual violence on victims and
establish connections across different forms otal{see Chapter 6 for a fuller
discussion).

At the same time, however, these possibilitieddoilitating feminist discourses on
sexual violence are constrained by the genre’sauions as well as by the gender of the

particular series’ protagonist. As Chapter 6 intisaoverarching sexual violence
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narratives are often embedded within heteronorrmatwmance plots, which operate
largely to reaffirm rather than challenge hegemageindered ideals. Notably, these
romance narratives are given greater narrativafgignce than sexual violence storylines,
often coinciding with season finales. Perpetratersain non-recurring male characters
who are differentiated from ‘normal’ men. Indeeexsal violence frequently becomes the
domain for a display of ideal masculinity, as cahtnale characters heroically protect and
comfort female victims against these individualdbaen. It is these same central male
characters who commonly espouse feminist sentineengsexual violence and instruct
female victims on the appropriate responses taathise. Although overarching sexual
violence storylines allow for a deeper exploratdrthe aftermath of this abuse, overall,
females have little agency. Instead, male respaaseprivileged, particularly in series that
feature male protagonists. Rarely does sexualve®perate to establish a shared
identity between female victims based on an awa®néthe prevalence of gendered
abuse. Instead, it is largely presented as anathmrrof an otherwise functioning
patriarchy.

What these findings reveal is that while the défarnarrative forms of episodic
and overarching sexual violence storylines afféwdskinds of stories told (or not) — such
as the emphasis on the victim and issues of regonlatoverall, sexual violence holds
similar narrative and ideological functions. Inbagses, an individualised understanding
of this abuse is promoted. Sexual violence is olietmingly framed as a personal
problem for the teenager, rather than a more wi@espsocial or political concern. As
such, the need for social transformation is raaeknowledged. There is also a rare direct
engagement with the topic of sexual violence, wisdnstead used to highlight other
issues and themes and to drive other plots forwards

These findings resonate with the findings of prasioesearch into televisual
depictions of sexual violence by Cuklanz (1996,®0@rojansky (2001) and Moorti
(2002). These scholars argue that in these repgeggeTs feminist redefinitions of sexual
violence are inextricably bound up with patriarchatierstandings of this abuse and of
gendered sexuality. While this could open up spacdebate, more often than not, these
narratives contain rather than enlarge discussibosit the relationship between gender,
sexuality and power, designed as they are to appeald entertain as wide an audience as
possible. Televisual fictional narrative forms ni@ymore open than factual forms, but this
is a potential and not a given.

As Cuklanz (2000), Projansky (2001) and Moorti (200ote, television’s
treatment of the topic of sexual violence is neitln@iform nor simplistic. Analysing

representations of sexual violence in fourteeresaalongside each other not only enables
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me to determine representational, narrative, idgo#d and structural patterns, but also
allows me to account for intra-genre diversity andurn, to identify factors that might
facilitate more challenging portrayals of sexualence. Different programmes have
different agendas and self-images, impacting upemay in which sexual violence
narratives are shaped. From the didacticisfBenferly Hillsin the early 1990s to the
nihilism of Skinsin the late 2000s, my focus on an eighteen yeaogéias enabled me to
discern developments across the genre over time.

While all of the series | have examined are ideickalty inconsistent —
incorporating some feminist understandings of sexiaéence and rejecting others — in
British series, this ambivalence is even more puoced. Albeit in relation to a slightly
different time period, Lury notes that this amberate, manifested in what she terms
‘cynicism and enchantment’, underpins British yoptbgramming more widely. She uses
this term to describe not only a viewing senshiliiut also an aesthetic style and tone.
While a blend of self-consciousness and melodrandentified by Moseley (2001) as a
trait of teen drama series more widely, in Britsghies this cynicism is even more
pronounced, making it hard to discern a clear wigiokl stance on sexual violence.

As Chapter 7 indicates, series with heterosexualihes from 1997 onwards —
Buffy, HexandVeronica Mars- are also inconsistent in their ideological séaon sexual
violence. However, these three series facilitaftenanist understanding of sexual violence
more than any other programme | have looked dtigthesis. In these programmes,
central feminist concerns, including those surraogdexual violence, are regularly
articulated in a way that makes it difficult torishorm sexual violence into something else
or to see it as divorced from normative construngiof gendered sexuality. Instead, this
abuse is more likely to be linked to gender ineijeal even if the programmes’
ideological stance is not didactically consistent.

Overall, what | hope to have demonstrated in thesis is that teen drama series do
not speak to a singular ideology. Instead, multg@espectives on sexual violence are
enabled. As Seiter et al note, the concept of gretl readings’, developed in relation to
factual television formats, raises a number of [@ois when applied to fictional forms
(1989: 223). As they explain, ‘The hierarchy ofodisrses in television’s fictional texts
tends to be more ambiguous, preventing narrativeuce on all levels of the text, and thus
rendering the text more open to divergent readi(389: 223- 4). Although |
acknowledge that teen series enable polysemiqirgtations of sexual violence,
nevertheless, | believe that ‘preferred readings’ be discerned through close textual

analysis. The genre’s openness should not invalithé$ research, but rather, points to the
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value of examining sexual violence narratives integt. | will develop this notion further

in the following section, when | reflect upon mytmedologies.

Reflections on Methodologies

One of the aims of this thesis has been to comtplitee recurring feminist critical
focus on categorising televisual images as positiveegative, feminist or antifeminist. As
such, | have opened up rather than contained pgessilrpretations of sexual violence
storylines, by exploring the complex ways in whggdneric and medium specificities
intersect with these narratives. Additionally, bpyding a comparative analysis of
representations of sexual violence in British semeChapter 8, | have been able to
demonstrate that the persistent theme of teenagelsaolence crosses both US and
British programmes. At the same time, | have higttkd some of the ways in which these
representations are shaped by the broadcastingoama context in which they emerge.
Indeed, as | have emphasised throughout, teen dsaries, with their interweaving
storylines and ensemble cast, privilege multiplespectives on sexual violence.

In light of this, it may seem counter-productivetdion to structuralism as one of
my main methodologies, concerned as it is with igipg binary structures upon texts. It is
for this reason that | supplement a structural epgin with an attention to genre and
medium specificity through close textual analy$ise advantage of a structuralist
approach is that it allows me to precisely descnibe television produces meaning,
through an analysis of repetitive narrative stregsuln this way, it operates as a valuable
starting point from which to embark on close tekamalysis. Employing this
methodology means that | reakpowmy object of study and, as a result, | am able to
produce rigorous and nuanced analyses of sexuahae storylines. Importantly, it allows
me to take into account the positioning of thegeatizes in relation to serial structures
which, | argue, affects how storylines are framed.

However, where structuralism emphasises univetaattsres and a unified whole,
| am also interested in uncovering contradictiéigere the structural approach became
the most exciting is in relation to those progrararespecific storylines that did not fit
easily with the others - for example, homophobigsabstorylines which, unlike other
overarching sexual violence narratives, are notegldbd within romance plots, or series
with heterosexual heroines from 1997 onwards wfealure sexual violence in their pilot
and finale episodes. By contextualising my analysean expose these fissures and begin
to add to and/or complicate existing televisionadarship surrounding, for example, the

representation of homosexuality or teenage heroines
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From mapping where sexual violence narratives patose textual analysis allows
me to account for recurring representational, niaeand ideological patterns in how
sexual violence functions. This was important dsghlighted wider questions to be
addressed about whether different types of sexabdnce are positioned or treated
differently and how different forces - such as ative form, the date the narrative aired, a
programme’s generic hybridity, the gender of itstagonist and the broadcasting context
in which it emerged - affect the kinds of storieklt Additionally, | am able to account for
intra-genre diversity. From close textual analykis example, | was able to uncover
important differences in how supernatural seriggaesexual violence. In turn, there were
times where | expected to find fissures and didifiis was equally interesting,
particularly in the case of British teen dramaeewhich are structurally different from
US series and so often positioned in journaliscalrses as their antithesis, but which
hold many similarities in how they depict sexuallence.

Despite the contradictions and differences thatrgenbetween members of the
genre, overall, the same kinds of stories abouiaexolence recur again and again:
storylines that privilege individualised understangg of this abuse, divorced from the
gendered social structures that enable and pdrrimtthis way, the programmes rarely
open up a space for counter-hegemonic understamdingexual violence. This is not to
deny the possibility of resistant readings, buittess that the agency of the viewer is set
within structures. As Nelson explains, power relasi constrain peoples’ imaginative and
political freedom (1997: 4). We understand thegseatizes (and television more widely)
through discourses, which allow certain thingsecshid or thought and disallow others
(Seiter, 1992: 62). Indeed, television does nosgmean unmediated ‘window on the
world’, but rather, as Robert C. Allen explains,constructs representations of the world
based on complex sets of conventions - conventidrse operations are largely hidden
by their transparency’ (1992: 7). A central quasid this thesis is: how do teen drama
series construct their representations of sexad¢nce? Not, how accurately do these
representations reflect the reality of sexual \noks?

To return to the opening paragraph of this thesesnormalisation of these
representational conventions is reflected in thiprige people (even fans of teen dramas)
express upon viewing my narrative timelines thatiaéviolence storylines are so
prevalent in this genre. Despite being a fan ofyrarthe teen drama series that | write
about, | too was surprised by this prevalence. feeaager, | watchedy So-Called Life
avidly and repeatedly, but never noticed Rayanselwal assault in the pilot episode until
| embarked upon this project. To me, the pilot egiéswas centrally about laying the

groundwork for Angela and Jordan’s budding romaamoa highlighting Angela’s age-
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related fallibility and, as | indicate in Chapterthe series privileges that interpretation.
Rayanne and the subject of sexual violence aregpushthe background. A central aim of
this thesis was to highlight and, thus, denatugah®&se repetitive narratives that are so
familiar they often go unnoticed. (For example,piesthe vast amount of feminist
television scholarship cBuffyand despite the fact that this programme contaimserous
depictions of sexual violence, very little has bagitten on this subject.)

Structuralism speaks of a text as if its meaningsggaven and fixed and only need
to be uncovered. It restricts itself to textuallgsia in order to determine these meanings,
challenging the idea of the viewer as an indivicageént who makes their own
interpretations. Post-structuralist theorists henticised what they see as an over-
emphasis on the authority of the text over the egerithe viewer (Seiter, 1992: 61). In
some ways, then, it may seem antithetical thatth@sis, which employs a structuralist
methodology, emerges from my own dissatisfactiahiantation with the way that teen
television often dismisses teenage viewers asymsesitural dupes. Much more research
needs to be undertaken into how teenagers acedjgige with television programming
that is aimed at them. This research is beyonddbpe of this thesis, but would be an
interesting further direction. Henderson’s (200Wdy of the representation of social
issues in British soap operas provides a usefuleifod such purposes. She combines
close textual analysis with a study of soap opadiemces and production contexts. This
enables her to map an even wider range of forassttape the way these social issues are
presented on-screen and also to understand howrengdi respond to these narratives. In

the following section, | will look in more detait possible future avenues of research.

Looking to the Future

In the past couple of years, several new teen desmas have emerged, including
Glee, 90210, The Vampire Diari€Bhe CW, 2009 - )The Secret Life of the American
TeenageABC, 2008 - ) Life UnexpectedThe CW, 2010 - )Make it or Break I{ABC,
2009- ) andPretty Little Liars(ABC, 2010- ). A US version dkins to air on MTV, is in
production and there are new seasons of the Blkits as well aOne Tree Hill,
Smallville, Gossip GirandFriday Night Lights Additionally, while all of the above series
are made to air on television, other teen dramas haen made to air online, such as
lonelygirl15(youtube, 2006 - 8), reflecting changing viewindits At the time of
writing, MTV is about to launch its first web-onlgen dramaBeing Victor(MTV, 2010-)
(Barnett, 2010). The teen drama series is in no aiglecline and the genre continues to

adapt to changing social contexts. An exploratibthis latest crop of programmes as well
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as of different broadcasting contexts would enaohunderstanding of how the genre has
developed over time.

This study has focused on sexual violence. | lieaxeloped upon existing studies
of the screen representation of rape (Cuklanz, 2B8f)Jansky, 2001; Moorti, 2002) by
broadening my definition of sexual violence to ud® a range of abusive behaviours.
Nevertheless, there remains a risk of overgenatalis by focusing on one issue. To
counter this, where relevant | have included comspas to other issue-led narratives,
including those involving alcohol abuse, parentdlact and (non-sexual) physical
violence. A valuable future direction would be ®vdlop this research further, by using a
combination of structural, genre and textual analisinterrogate the representation of
other social issues across the genre. This conigarasearch would allow for an even
more precise identification of how these issuesteuylines are gendered and sexualised in
significant ways.

It would also be productive to explore programméh young adult characters —
such asGrey’s AnatomyfABC, 2005 - ) Misfits (E4, 2009) Queer As FolKCh4, 1999-
2000),This Life(BBC2, 1996- 7)The Secret Life of UdNetwork 10, 2001- 5) as points
of comparison to teen drama series. There arefisigni crossovers between teen drama
series and, what Cardwell (2005) terms, ‘twenty-sthiimg serials’, series with characters
in their early to mid twenties. Indeed, many of gmegrammes discussed in this thesis -
Buffy, Beverly Hills, One Tree Hill, Smallvilecould arguably be described as ‘twenty-
something serials’, rather than teen series, hiy tberth or fifth seaso®. Both of these
genres feature a community bound by generation, @ode specifically, by their
difference from preceding generations) and addt#es problematic tensions that
characterize this particular generation’s iden(tytheir search for identity...)’ (Cardwell,
2005: 126).

My specific interest in teen drama series stems fitee fact that the genre is
centrally concerned with issues of sexuality ad aWwith teenage vulnerability, making a
particularly conducive context for studying reprasgions of sexual violence. Series with
young adult characters have different sexual prgoattons. These are characters who
have lost their virginities and had multiple sexegberiences and partners before the
diegetic world of the series begins. It could Hetlired that this experience renders their

sexual vulnerability less of a concern. Howeveg, iicent British serie®isfits, which

8 The reason that | include these later seasons in my analysis of sexual violence is to account for
storylines that are revisited at a later date as well as particular characters that are repeatedly
victimised. Further, | am interested in uncovering structural patterns across these texts as a
whole.
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centres around a group of late teenage and eaglytywsomething characters who contract
superhero powers while carrying out community sexyindicates that this sexual
vulnerability continues into adulthood, in the caégoung women at least. The
programme features a young female character wipaseet’ is that she makes any man
that she touches fall madly (and violently) in lavigh her. Sexual violence permeates her
storylines as she is often overwhelmed by physiodlviolent male sexual attraction. As
noted in Chapter 7, sexual violence is also presetie pilots of programmes that feature
young adult heroines, indicating that this is adural pattern that pervades female-
fronted series more widely. A comparative analg$iteen and twenty-something drama
series would enable a more precise identificatioih® specifically ‘teen’ elements of
representations of sexual violence in teen drameassd-urther, this work would indicate
just how widespread these representational, negrdteological and structural patterns
are.

A central aim of this thesis has been to exploeawthys in which representations
of teenage sexuality intersect with sexual violed@edo so, | have paid close attention to
depictions of gender and sexuality, demonstratinghapter 4 the ways in which male and
female sexualities are portrayed differently actbgsgenre and considering in the
following analysis chapters how these genderedaarpresentations intersect with
depictions of sexual violence. This central focnggender and sexuality is accompanied
by a neglect of how other identities, such as raless and ethnicity, intersect with sexual
violence. While | do consider these identitiesatation to particular narratives, these
discussions are brief. This neglect is partiallg tw nature of the genre, which
overwhelmingly privileges white, middle-class chaeas. In almost all of the series |
examined, the protagonist is white. The exceptdkins which focuses on an ensemble
cast, but even then it tends to be white charathetsare afforded the most screen-time.
This resonates with the findings of Moorti (200&ho provides a useful model for these
purposes. In her 2002 bodBplor of Rapeshe pays close attention to the complex ways in
which race and gender come together in televisgictions of rape.

The tendency of contemporary feminist televisiomadarship to focus on
autonomous viewing pleasure and programmes thatasshike has meant that more
troubling representational politics, such as thegicte®n of race and class, have been
widely overlooked. The same is true of represemtatof sexual violence, to which
feminist television scholars display a relativenbdispot. It is certainly not wrong to
interrogate our viewing pleasure, but it does nteahthe more urgent goals of feminism,
such as challenging male sexual violence againstemoand critiquing the relationship

between hegemonic constructions of gender, sexuaid power, are in danger of



217

becoming lost (Boyle, 2005b). The ubiquity of regaetations of sexual violence in teen
drama series (as well as the lack of attention fmatlese representations in feminist, teen
and wider television scholarship) suggest that feshielevision scholarship needs to
engage with and interrogate these portrayals. Gayetavdo this is to explore the kinds of
stories about sexual violence that are told (ortold) in different contexts: from episodic
to overarching narratives in US series, series feithale protagonists and British
programmes. By exposing the same patterns in hguasegiolence functions in these
narratives - patterns that are so repetitive they seem natural and ‘common-sense’- |
hope that this thesis has succeeded in renderasg ttorylines strange and unnatural and
has raised questions about why these enduringstescprevail. At the very least, | hope
to have demonstrated that the teen drama senexrily of sustained academic attention,

beyond a focus on what the genre can offer to sdult
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Appendix A

Beverly Hills 90210
Fox, 1990- 2000, 291 episodes

Male/Female Sibling Protagonists (Seasons 1- 3)

Ensemble Cast (Seasons 4- 10)

Core Cast

Brandon Walsh Jason Priestley (seasons 1- 9)
Brenda Walsh Shannon Doherty (seasons 1- 4)
Dylan McKay Luke Perry (seasons 1- 6, 9- 10)
Kelly Taylor Jennie Garth

Steve Sanders lan Ziering

Donna Martin Tori Spelling

Andrea Zuckerman Gabrielle Carteris (seasong 1- 5
David Silver Brian Austin Green

Cindy Walsh Carol Potter (seasons 1- 5)

Jim Walsh James Eckhouse (seasons 1- 5)
Valerie Malone Tiffani Thiessen (seasons 5- 10)
Nat Bussichio Joe E. Tata

Clare Arnold Kathleen Robertson (seasons 6- 7)

Other Relevant Characters
The Cowboy Anthony Starke (213 ‘Halloween’)
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Laura Kingman Tracey Middendorf (6 episodes, cedy
Emily Valentine Christine Elise (15 episodes,ssas 2, 4, 5)
Garrett Slan David Bowe (4 episodes, seasoi} 5,

Evan Potter J. Trevor Edmond (4 episodes, sedson



Buffy the Vampire Slayer
The WB/CW, 1997- 2003, 144 episodes

Female Protagonist

Core Cast

Buffy Summers

Willow Rosenberg

Xander Harris
Rupert Giles
Spike

Angel

Cordelia Chase
Anya

Dawn Summers
Tara Maclay
Oz

Riley Finn
Faith

Joyce Summers

Other Relevant Characters

Jonathan Levinson

Andrew Wells

Jenny Calendar

Sarah Michelle Gellar

Alyson Hannigan

Nicholas Brendon

Anthony Stewart Head

James Marsters (seasons 2, 4-7)

David Boreanaz (seasons 1- 3)
Charisma Carpenter (seasons 1- 3)

Emma Caulfield (seasons 3- 7)
Michelle Trachtenberg (seasons 5- 7)

Amber Benson (seasons 4-6)

Seth Green (seasons 2- 4)

Marc Blucas (seasons 4- 5)

Eliza Dushku (seasons 3- 7)
Kristine Sutherland (seasons 1-5)

Danny Strong (29 episodesprseds 7)
Tom Lenk (27 episodes, seasons 6-7)
Robia LaMorte (14 episodes, seson
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Kennedy
Caleb
Warren Mears

James Stanley

Larry Blaisdell
Jesse

Darla
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lyari Limon (13 episodes, season 7)
Nathan Fillion (5 episodes, season 7)
Adam Busch (16 episodes, seasor)s 5-
Christopher Gorham (219 ‘I OnlyeHayes For
You’)
Larry Bagby (6 episodes, seasidy
Eric Balfour (2 episodes, season 1)

Julie Benz (5 episodes, seasons 1, 2, 5)



Dawson’s Creek

The WB/CW, 1998- 2003, 128 episodes

Male Protagonist

Core Cast
Dawson Leery
Joey Potter
Pacey Witter
Jen Lindley
Evelyn ‘Grams’ Ryan
Jack McPhee
Andie McPhee
Audrey Liddell
Mitch Leery
Gail Leery

Bessie Potter

Other Relevant Characters
Abby Morgan

Alex Pearl

Eric

Tamara Jacobs

James van der Beek
Katie Holmes
Joshua Jackson
Michelle Williams
Mary Beth Pell
Kerr Smith (seasons 2- 6)
Meredith Monroe (seasons 2- 4)
Busy Philipps (seasons 5- 6)
John Wesley Shipp (seasons 1- 5)
Mary-Margaret Humes
Nina Repeta

Monica Keena (14 episodes, seasel)s 1
Sherilyn Fenn (3 episodes, season 5)
Ryan Bittle (6 episodes, season 5)

Leann Hunley (9 episodes, se&asbns
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Freaks and Geeks
NBC, 1999- 2000, 18 episodes

Male/Female Sibling Protagonists

Core Cast
Lindsay Weir
Sam Weir
Daniel Desario
Bill Haverchuck
Neal Schweiber
Ken Miller

Nick Andopolis
Kim Kelly

Jean Weir
Harold Weir

Jeff Rosso

Linda Cardellini
John Francis Daley
James Franco
Martin Starr

Samm Levine
Seth Rogen

Jason Segel
Busy Philipps

Becky Ann Baker
Joe Flaherty

Dave Allen (10 episodes)
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Friday Night Lights
NBC, 2006- continuing, 37 episodes, Seasons 1 and 2

Ensemble Cast

Core Cast

Eric Taylor Kyle Chandler
Tami Taylor Connie Britton
Julie Taylor Aimee Teegarden
Tim Riggins Taylor Kitsch
Jason Street Scott Porter
Matt Saracen Zach Gilford
Lyla Garrity Minka Kelly
Tyra Collette Adrienne Palicki
Landry Clarke Jesse Plemons
Brian ‘Smash’ Williams Gaius Charles

Other Relevant Characters
Chad Clarke Glenn Morshower (5 episodes, se2kon

Mike Matt McTighe (2 episodes, seasons 1-2)



Gossip Girl
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The CW, 2007- continuing, 18 episodes, Season 1

Ensemble Cast

Core Cast

Dan Humphrey
Jenny Humphrey
Serena van der Woodsen
Blair Waldorf

Chuck Bass

Nate Archibald
Vanessa Abrams

Lily van der Woodsen
Rufus Humphrey

Eric van der Woodsen

Gossip Girl (narrator)

Other Relevant Characters

Georgina Sparks

Asher Hornsby

Penn Badgley
Taylor Momsen
Blake Lively
Leighton Meester

Ed Westwick
Chace Crawford
Jessica Szohr
Kelly Rutherford
Matthew Settle
Connor Paolo

Kristen Bell

Michelle Trachtenberg (4 epispdes

Jesse Swenson (2 episodes)



Hex
Sky One, 2005- 2005, 18 episodes

Female Protagonist

Core Cast

Cassie Hughes
Thelma Bates

Ella Dee

Leon Taylor
Azazeal

Malachi

Roxanne Davenport
David Tyrel

Alex

Christina Cole (8 episodes, sedsain
Jemima Rooper
Laura Pyper (13 episodes, season 2)
Jamie Davis
Michael Fassbender (13 episodes, s&€gson
Joseph Beattie (9 episodes, season 2)
Amber Sainsbury (15 episodasas 1-2)
Colin Salmon (14 episodes, seasef}y 1

Jemima Abey (13 episodes, season 2)
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My So-Called Life
ABC, 1994- 1995, 19 episodes

Female Protagonist

Core Cast

Angela Chase
Patty Chase
Graham Chase
Danielle Chase
Sharon Cherski
Brian Krakow
Jordan Catalano
Rickie Vasquez

Rayanne Graff

Other Relevant Characters

Delia Fisher
Richard Katimski
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Claire Danes
Bess Armstrong
Tom Irwin

Lisa Wilhoit
Devon Odessa
Devon Gummersall
Jared Leto
Wilson Cruz

A. J. Langer

Senta Moses (3 episodes)

Jeff Perry (4 episodes)



The O.C.

Fox, 2003- 2007, 92 episodes

Male Protagonist

Core Cast

Ryan Atwood
Seth Cohen
Marissa Cooper
Summer Roberts
Taylor Townsend
Sandy Cohen
Kirsten Cohen
Julie Cooper
Jimmy Cooper
Kaitlin Cooper
Luke Ward
Caleb Nichol

Other Relevant Characters

Oliver Trask
Trey Atwood
Johnny Harper
Kevin Volchok

Benjamin McKenzie
Adam Brody
Mischa Barton (seasons 1-3)
Rachel Bilson
Autumn Reeser (seasons 3- 4)
Peter Gallagher
Kelly Rowan
Melinda Clarke
Tate Donovan
Willa Holland (seasons 3- 4)
Chris Carmack (seasons 1- 2)

Alan Dale (seasons 1- 2)

Taylor Handley (6 episodes, sedgon

Logan Marshall-Green (9 episodeasseas 2-3)
Ryan Donowho (11 episodes, segson

Cam Gigandet (15 episodes, sea8etis



One Tree Hill
The WB/CW, 2003- continuing, 106 episodes, Sea&donsb

Male Protagonist

Core Cast

Lucas Scott

Nathan Scott

Haley James

Peyton Sawyer

Brooke Davis

Marvin ‘Mouth’ McFadden
Rachel Gatina

Dan Scott

Coach ‘Whitey’ Durham
Karen Roe

Keith Scott

Other Relevant Characters
Skills
James Lucas Scott

Anna Taggaro

Chad Michael Murray

James Lafferty

Bethany Joy Galeotti

Hilarie Burton

Sophia Bush

Lee Norris

Danneel Harris (seasons 3- 5)
Paul Johansson

Barry Corbin (seasons 1-)
Moira Kelly

Craig Scheffer (seasons 1- 3)

Antwon Tanner
Jackson Brundage (season 5-)

Daniella Alonso (11 episodes, sed¥o
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Felix Taggaro

Mia Catalano
Millicent Huxtable
Carrie

lan Banks (‘Derek’)
Derek Sommers
Gabe

Michael Copon (11 episodes, se@¥on
Kate Voegele (season 5-)
Lisa Goldstein (season 5-)
Torrey DeVitto (16 episodes, season 5)
Matt Barr (7 episodes, seaépn

Ernest Waddell (4 episodes, segson

Mike Erwin (1 episode, season 1)
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Skins
E4, 2007- continuing, 19 episodes, Seasons 1- 2

Ensemble Cast

Core Cast

Tony Stonem Nicholas Hoult
Michelle Richardson April Pearson
Sid Jenkins Mike Bailey
Cassie Ainsworth Hannah Murray
Chris Miles Joseph Dempsie
Jal Fazer Larissa Wilson
Maxxie Oliver Mitch Hewer
Anwar Kharral Dev Patel

Effy Stonem Kaya Scodelario

Other Relevant Characters

Posh Kenneth Daniel Kaluuya (11 episodes, sasak@®)
Sketch Aimee-Ffion Edwards (7 episodes, sedon
Abigail Stock Georgina Moffat (7 episodes, seasb-2)
Josh Stock Ben Lloyd-Hughes (2 episodes, se2son
Dale Matthew Hayfield (201 ‘Tony and Maxxie’)

Angie Siwan Morris (9 episodes, seasons 1-2)
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Walter Oliver Bill Bailey (2 episodes, season 2)
Jim Stonem Harry Enfield (8 episodes, seasa?s 1-
Josie Josie Long (2 episodes, season 2)

Mark Jenkins Peter Capaldi (4 episodes, seds@)s
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Smallville
The WB/CW, 2001- continuing, 152 episodes, Seasefis

Male Protagonist

——— e

Core Cast

Clark Kent Tom Welling

Lex Luthor Michael Rosenbaum

Lana Lang Kristin Kreuk

Chloe Sullivan Allison Mack

Lois Lane Erica Durance (seasons 4-)
Martha Kent Annette O'Toole

Jonathan Kent John Schneider (seasons 1- 5)
Lionel Luthor John Glover (seasons 1-7)
Oliver Queen Justin Hartley (seasons 6-)

Other Relevant Characters

Pete Ross Sam Jones lll (seasons 1- 3)
Whitney Fordman Eric Johnson (seasons 1- 4)
Greg Arkin Chad E. Donella (102 ‘Metamorphosis’)

Jason Teague Jensen Ackles (22 episodes, séason



Sugar Rush
E4, 2005- 2006, 20 episodes

Kim
Stella
Nathan
Matt
Sugar
Saint

Other Relevant Characters
Tom
Beth

Olivia Hallinan
Sara Stewart
Richard Lumsden
Kurtis O’Brien
Lenora Crichlow

Sarah-Jane Potts (10 episodes, season 2)

Andrew Garfield (5 episodes, season 1)

Laura Donnelly (2 episodes, season 1)
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Veronica Mars

UPN/The CW, 2004- 2007, 64 episodes

Female Protagonist

Core Cast

Veronica Mars

Logan Echolls

Wallace Fennel

Eli “Weevil” Navarro
Keith Mars

Duncan Kane

Dick Casablancas
Cindy “Mac” MacKenzie
Sheriff Don Lamb
Parker Lee

Stosh “Piz” Piznarski

Other Relevant Characters
Lilly Kane

Meg Manning

Jake Kane

Kristen Bell

Jason Dohring

Percy Daggs Il

Francis Capra

Enrico Colantoni

Teddy Dunn (seasons 1-2)
Ryan Hansen

Tina Majorino

Michael Muhney

Julie Gonzalo (season 3)

Chris Lowell (season 3)

Amanda Seyfriend (11 episodes, seasibR)

Alona Tal (seasons 1-2)

Kyle Secor (10 episodes, seasons 1-3)
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Aaron Echolls

Cassidy “Beaver” Casablancas
Fern Delgado

Mercer Hayes

Sarah Williams

Carmen Ruiz

Tad Wilson

Harry Hamlin (12 episodes, seado@}
Kyle Gallner (25 af#spseasons 1-2)

Cher Ferreyra (6 episodes, segson 3

Ryan Devlin (6 episodes, season 3)

Jessica Chastain (107 ‘The GirttNZBoor’)

Natalia Baron (120 ‘M.A.D.")

Jeff D’Agostino (120 ‘M.A.D.")
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The Four Narrative Functions of US Episodic Sexual

Violence Narratives

Abbreviations

BH: Beverly Hills 90210
BtVS Buffy the Vampire Slayer
DC: Dawson’s Creek
FNL: Friday Night Lights
GG: Gossip Girl

MSCL My So-Called Life
O.C: The O.C.

OTH: One Tree Hill

SV Smallville

VM: Veronica Mars

Sexual Sexual violence | Sexual Sexual violence
Violence as as a warning violence as a | as a mystery-to-
Social Issue about the catalyst for be-solved
vulnerability of romance
(female)
youthful
sexuality
BH 213 MSCL101 ‘Pilot’ OTH 108 ‘The BH 109 ‘The Gentle
‘Halloween’ Search for Art of Listening’
Something More’
BH 426 ‘Blind BtVS108 ‘I GG 101 ‘Pilot’ BtVS104 ‘Teacher’s
Spot’ Robot...You Jane’ Pet’
MSCL115 ‘So- BtVS205 ‘Reptile BtVS106 ‘The Pack’
called Angels’ Boy’
0.C.321 ‘The Dawn BtVS202 ‘Some
Patrol’ Assembly Required’
BtVS204 ‘Inca
Mummy Girl’
BtVS219 ‘I Only
Have Eyes For You’
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BtVS220 ‘Go Fish’

BtVS304 ‘Beauty and
the Beasts’

BtVS515 ‘| Was
Made to Love You’

BtVS606 ‘All the
Way’

SV102
‘Metamorphosis’

SV105 ‘Cool’

SV115 ‘Nicodemus’

SV119 ‘Crush’

SV205 ‘Nocturne’

SV206 ‘Redux’

SV209 ‘Dichaotic’

SV211 ‘Visage’

SV219 ‘Precipice’

SV314 ‘Obsession’

SV403 ‘Facade’

SV407 ‘Jinx’

SV417 ‘Onyx’

SV603 ‘Wither’

SV613 ‘Crimson’

SV614 ‘Trespass’

VM 107 ‘The Girl
Next Door’

VM 120 ‘M.A.D.’

VM210 ‘One Angry
Veronica’

VM 214 ‘Versatile
Toppings’

VM 216 ‘The Rapes o
Graff’

—h

VM 311
‘Poughkeepsie,

Tramps and Thieves’




Appendix D

243

The Four Narrative Functions of Overarching Sexual

Violence Narratives in US Teen Drama Series

Sexual Sexual Sexual Sexual
Violence as Violence as Violence as a Violence as a
Advancing Frustrating Warning about | Catalyst to
Romance Romance the Dangers of | Come Out
Choosing the
Wrong Man
BH 522- 524 BH 532- 613 0.C.317- 403 DC 214- 215
BH 925- 1006 BH 715- 719 BtVS214- 222 DC512-514
SV313- 316 BH 812- 815 BtVS613- 620 OTH209- 217
FNL 120- 209 BH 820- 822 BtVS619- 708
OTH402- 418 BH 824-825 VM 101- 222
0.C.113- 118 VM 222- 301
0.C.221- 308
VM 301-309

VM 319- 320
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