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TV Aestetics and the Representa-
tion of Women

By Vibeke Pedersen

Artiklen beskeftiger sig med hvordan TV astetikken bestemmer
fremstillingen af kvinder, dels generelt, og dels gennem en
.analyse af Bazar.

Bazar er et dansk litterart talk-show der har veret sendt direk-
:te hver uge fordret 84, efterdret 85 og fordret 86 med i alt

32 programmer. Programmets tyngdepunkt er sadvanligvis en di-
skussion mellem fire forfattere om et emne i tilknytning til
-deres aktuelle udgivelser.

: Ertiklen tager udgangspunkt i den angelsaksiske feministiske
.filmtamri, der beskriver den klassiske hollywoodfilm som en
forxm, der strukturerer det mandlige voveristiske blik p& kvin-
“.den. For at se om de samme mekanismer findes i TV, inddrages
' ﬁyexa teori om TV mstetikken, der pa samme psykqw og tekst-
analytiske grundlag beskriver TV oplevelsen som en dobbelthed
af forventning og frustration I modsatning til filmoplevelsen,
;é@r bygger pa etableringen af en illusion., TV giver ikke rum
 for opbygningen af den mandlige almagtillusion og etablerin-
ffgen af det voyeristiske blik. Man kan derimod sige, at alle

 gseere generelt anbringes i en kvindelig eller pragdipal si=-
~tuation i forhold til V.

 ”Mﬁn dette betyder ikke, at der ikke kan tales om specifikt
__;;kwnnede tilskuerpositioner eller fremstilling af ken i de en-
. 'kelte TV-programmer. For at TV skal kunne saztte seeren i en
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tilstand af forventning og Irustration, er det ngdvendigt at
appellere til hhv. kvindelige og mandliige lyster for at for-
ventningen kan opbygges. Dvs. at programmer og dele af pro-
grammer pa forskellig made kan appellere til mandlige og kvin-
delige lyster, og at der derved skabes forskellige former for
fremstillinger af kvinder. F.eks. kan hhv. den engelske og ame-
rikanske kvindegenre SBcap Opera og den amerikanske XKrimiserie
Miami Vice beskrives som programmer, der appellerer til og fru-
strerer hhv. kvindalige og mandlige lyster.

I Bagar er der en konflikt mellempatriarkalske og pragdepale ele-
menter: Der er en hierarkisk struktur i anvendelsen af den
gennemgdende ordstyrer, forholdet mellem de medvirkende, di-
skussionen der er struktureret som en linear fortalling med
faste roller og konflikter, og der er en flad struktur i sam~
mensatningen af de fire forfattere og en kamerasatning, der

er bygget op til at disse fire skal komme i et ligevegtigt

spil med hinanden uden ordstyrerens indblanding.

Den fremherskende patriarkale struktur bevirker at de medvir-
kende kvinder udssttes for, om ikke obisktiverende blikke,

som ikke kan finde udtryk i det neutrale oy verbalsprogdomine-~
rede talk-show, s8 voyeristiske og fetishistiske mekanismer

p& andre niveauer. Kvinder er enten slet ikke tilstedevarende,
eller f&r en perifer rolle i forhold til mandlige spektakula-—
re hovedpersoner ogfeller til programmets hovedtema. Selv nir
de kvindelige projekter har en fremtradende placering, bliver
de alligevel set fra en mandlig synsvinkel. Men de pragdipale
traek i programmet giver ogsd kvinderne mulighed for at unddra-
ge slg det patriarkale mgnster, hvis de er flere sammen i et
program, og kommunikere udenom den mandlige konfliktdominere-
de diskussion. I det hele taget underordner de kvindelige med-
virkende sig ikke uden modstand det patriarkalske system, men
benytter forskellige strategier for at iscenesatte sig selv

pd en mide, der bryder med og peger pd det patriarkalske mgn-

ster, og derved skabe rum for et kvindelighk udtrvk.
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The project of this paper is to take a look at how TV asstetics
determine the representation of women. I will especially look
at the Danish program Bazar. Bazar 1s a litterary talk-show,
psually structured around a discussion between four writers.
1 have chosen Bazar as an example partly because it has been
broadcast for three seasonsg, and thersfore can be considered
typical of the program pelicy of Denmark'sRadio, and partly
pecause there are relatively many women in the program compa
red to other non-filction programs. It is far more interesting
to look at the representation of women when they are actually
there!

My theoretical point of interest has been toc see how feminist
film theory can be adiusted to TV. Feminist £ilam theorv has
provided us with the most useful tool to investigate the re-
presentation of women in visual narratives, but as TV uses
other aestetic devices than cinema, an adjustment is necessa-
ry. In my paper I will discuss gome recent analvses of the dif-
ferance between Lilm and TV and especilally the inmplications of
gender. As thege analvses concern TV on a general level, I al-
so refer to some analyses of programs, addressing themselves

respectively to women and men.

Classical Narrative Cinema and the Representation of Women

TV doesn't provide the male spectator with the same pleasure
as the mainstream narrative cinema. Because of the dual cha-
racter of the screen image, with its extveme realism and ma-
terial absence, and bscause the spectator sits immebile in
the dark theatre, where he can leok without being locksd at
himself, he is allowed the almighty feelinyg of being the cre-
ator of the film, the pleasure of the voyeristic gaze and of
identification with the hero of the film. These are the basic
elements of the pleasure in film spectatorship, which is

structured according to the needs of the male unconscious (1),
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Classical narrvative cinema has developed a series of narrative
devices to play on the male unconscious, structured by the gedi=-
pus complex: The ambivalence of longing for and fearing regres-
sion to the presymbolic symbiotic state, the hate/love rela-
tionship to women, and identification with the super ego, the
father. Hollywood cinema is structured according to the two
scopolistic gazes: The desire to identify with another person,
and the desire to take another person as an erotic object. Hol-
lywood cinema constructs a linear narrative and a perspective
space, and the function of editing is not to dissolve time and
space, but to make the narrative more dramatic, effective and
dynamic. Characters are one dimensional or at least transparent,
and dc not change fundamentally. The spectator is offered the
possibility of identifying with the principal character. The
message of the narrative film is brought about by the action.
The action has a subject, usually this principal character, and
the spectator has identified himself with the principal charac-
ter. This means that there is a very polarized subject-object
structure: The spectator is the subject of his own perception,
the principal character is the subject of the narrative, while
the outside world and the subordinate characters are objects

of the actions of the main character. This merging of the sub-
ject of the narrative, the ideclogy of the film and the obiect
of idenfication is the norm, only, however, when the main cha-~
racter is male.

In a society structured by sexual difference, pleasure in look-
ing has been split into active/male and passive/female. The fe-
male gaze does not exist in classical narrative cinema, where
the spectator is offered only two gazes: The gaze at the woman,
making her an obiject of desire, the goal of ambitions or con=-
demnations to the male hero and identification with the male
hero, acting in and controlling the fictional universe. Woman
ig the object of the gaze, man is the representative of power.
The narrative wouldn't function the other way round: The nmale
spectator wouldn't accept a male character being displayed ex-
hibitionally, because he cannot accept objectification, and

on the other hand women cannct functicon as the principal charac-
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ter, because men refuse to identify with women, whom they con-
sider inferior.

If the woman is the mein character (as in melcodrama) the sub-
ject is split into two. The woman may remain the narrative sub-
ject, but the film is not structured according to her gaze,

she 1ls not the visual subiect. A male subordinate chavacter is
chosen to be the visual subiject, through whose eyes we look at

the female principal character.

Woman, however, as an object of desire evokes the anxilety of
castration:

“The male unconscilous has two avenues of escape from this castration an—
®iety: Pragccupation with the reenactment of the original trauma {(in-
vestigating the woman, demystifying her mystery), counterbalanced by
the devaluation, punishment, or saving of the guilty cblject {an avenus
typified by the concerns of the film noir), or else complete disavowal
of castration by the substitution of a fetish c¢bject or turning the re-
presented figure itself into a fetlsgh so that it becomse reassoring rat-
her than dangerous (hence overvaluation, the cult of the female star}.
This second avenue, fetishitic scopophilia, builds op the psysical beau-
ty of the object, transforming it into something satisfying io itself.
The first avenue voyerism, on the contrary, has associations with sa-
dism: Pleasure lies in ascertaining guilt {lmpediatedly associated with
castration}, ass@rting control, and subjecting the guilty person through
punishment or forgivensss.

This sadistic side fits in well with narrative. Sadism demands a story,
depends on making something happen, forcing a change in ancther person,
a battle of will and strength, victorv/defeat, all ouourring in a line-
ar time with a beginning and an end. Fetishistic scopophilia, on the
other hand, can exist outside lipear time as the erotic instinct iw fo-
cused on the look alone...™ (2).

TV Aestetics

v dees not provide the male spectator with the same pleasure
as the cinema. Image and the spectator situation lis different
in TV, and does not allow the same voveristic experience of

power and identification (3}.
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The TV narrative is not a coherent narrative that tells a story
with a beginning and an end. TV consists of small, relatively
disparate segments, which are either simply cumulative, like
in the news, or have som kind of seguential connection, like
in the series and serials. Pleasure in looking at TV does not
arigse from the possibility of following the development of a
story and the sclution of the conflict, but to see the sanme
story told over and over again with slight variations. The
pleasure in TV-viewing is one of repetition and novelty. On
the other hand, segmentalization means that there are constant
ruptures in the narrative, which places the viewer in a con-
stant state of frustration. Unlike film spectatorship, which
iz based on the possibility of illusion, TV-viewing is based
on expectation and frustration.

The TV experience is one of being there, feeling close to real~
ity. qhe narrative devices to build up this experience are
the impression of live transmission and direct address. Even
though very little TV is actually transmitted live, the in-
stant editing used in studio productions and the very little
editing being done afterwards, leaves the narrative time al-
most like real time (which is very uncommon in film). Dirsct
address is almost prohibited in cinema, because it breaks the

illusion. TV, however, is permitted to uge direct address
according to certain rules: only the journalists and heads
of state are allowed to address the public directly. Through
the mode of direct address, the journalist functions as an
anchor person, whe can establish a consensus with the viewer,
leaving the rest of the world outside. The journalist identi-

fies with the viewer and asks the guestions the viewer is like-

ly to think of. The experience of W as real owes more to the-

se devices of immediacy, intimacy and presence than to any rea-
lism of the TV image. The TV image does not create the sanme
illusion of reality as the film image. It is smaller and not
as gradated, which means that it is less detailed and has less
perspactive. Therefore the TV image only containg the neces-
sary information, and its style is most often 'normal', only
scme genres like Music Videos and some series allows for ex-

T4




perimentation. This makes sound in TV as important as image.
The TV image must be read in a single glance, and doesn't al-
low the concentration of the gaze.

Implications Regarding Gender

Ellis as well as Houston, consider implications in regard to
gender in the differences between the aestetics of film and

TV. Ellis argues that the female body is not displaved as an
obiject for the voyeristic gaze because, as he says,of "TV's

low emphasis on the construction of the voyeristic position”
{4} . The female body is still being displayed in TV, in seri-
es like Charlie's Angels for instance, but it is "gestural,
rather than fascinating” and "provide material for the glance
only™ (5). This has alsc something to do with narrative, he
says: "TV's level of investment in voveristic activity is ge-
nerally not intense enough to preoduce the investigatory and
forward-moving narratives that are characteristic of entertain-
ment cinema" (6). As an exception he notes a sort of fetichistic
interest in TV's female newsreaders, but with the face instead
of the body as cbject.

BEven if the female body is not being displayed as oblect for
the male gaze in TV, patriarchal attitudes can be expressed in
other ways. For instance by some of the narrative devices de-
scribed by Ellis. The construction of "the other" by the mode
of direct address, that which is outside the complicity set up
by the anchor person and the viewer calls for attitudes like

“patronization, hate, wilful ignorance, pity, generalized con-
cern, indifference® (7). Attitudes which can also be described

as variations of a patriarchal attitude, as I will argue in my

analysis of Bazar. Alsc the hierarchy set up by the mode of di-
rect address may be invested with patriarchal attitudes. Hou-

ston maintains in relation to TV aestetics and gender, that TV
puts its entire scope or spectators in a position much like the

feminine subject and spectator.
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As it has been theorized in regard to soap opera and melodrana,
feminine subjectivity is based on the continuos identification
with the mother and an added identification with the father,
which allows women a wider range of identification than that

of the male gpectator.

“The power of the mother position, to which we are never ipmune (its loss
always an invitation to obsession); the aliding from the imaginary plea~
sure of mastery through the passivity of being ourselives the object of
direct address and the seductive gaze; the attendant reduced gtake in an
apparent coherence of the gignified; the multiple identifications ¢alled
for in the movement from fiction to fiction and mode to mode; finally the
forced acceptance of painful delay, deferral, waiting - rhese characteris—
tics put all of televisions spectators into the situation provided for the
feminine in theories of subjectivity as well as her actual development and
practice in patriarchy. Television in america regquires these forms of be-
haviour, not as the margins of avant garde alterity or even in special
texts produced for and about women, bub right in the center of the main-
stream of what is arguably -~ for better or for worse - Americas nost po-
werful dispenser of text-for-consumption” (8).

Soap Operas and Miami Vice

Even though TV generally doesn’'t provide the male spectator with
voyeristic pleasure, and places all its viewers in a gituation
+hat can be said to be feminine, specific programs and segmenis
of programs still place its viewers in a gendered position. To
build up the necessary expectation of fulfilment in men and wo-
men, programs must be gender specific. T will exemplify this by
a comparison of two programs, which both differ considerably
from classical narrative cinema, the soap opera and the series

Miami Vice .

Several studies have demonstrated that the scap opera is struc-
tured according to female desires and general conditions of 1li-
fe, but also frustrates the female need for autonomy (9%). Soaps
have several intertwined narratives of equal importance, and as
they usually run for years, they have in fact no ending and no

beginning. The setting of the daytime soap ls very oxdinary and
not fascinating. There are a lot of characters, hut no princi-

pal character. The freguent use of extreme close-ups allows for
identification and because of the lack of closures we are given
the possibility to constantly redefine characters and events.

76




The S0Ap does not provide the female viewer with strong obijects
of identification, because the women in the socap control
neither the outside world, the action nor the other characters un-
like the hero in the c¢lassical narrative f£film., The position of=-
fered is more like a motherly position, a multiple identifica-
tion aith several characters and a general interest in the mo-
ral issues at play. In soaps there is very little action, but

a lot of talking. Even though women in scaps may be victims of
sexual harassment, this does not call for a voyeristic gaze.
The incident is not shown, but told by the women themselves,
often in extreme close-up. The bad habits of men are pondered
at length,

Miami Vice has been called the first postmodernist video
(10) . Miami Vice 1is a traditional series, each episode tells
a story with a beginning and an end. Compared to the classical
cinema narrative no conflicts are solved, nor is any order re-
installed. Compared to scaps, however, which go on and on,
the action is gomehow brought to a stop at a certain peint. The
setting in Miami Vice is glamourous, the filming fagcinating.
Compared to cilnema narrative, however, the principal charac-—
ters do not really control the space, nor the action - even
though they move around in fast cars and gpeed boats., There is
a fascination with space, but also frustration, Characters do
not allow for viewer-identification with a powsrfull hero,
they can be said to be "machines of action™ driven by an un-
known source of power. The male body is displayed as an object
of desire with the chest exposed; fancy clothing worn. The wo-
men are either colleagues, androgynous women with male skills,
or victims of sexual harassment, on display for the male voyeri-
stic even sadistic gaze. The relationship between the two male
protagnonists is always more important than the occasional re-
lationshipP with women, which hints at a homosexual theme. The
two programsg seem to fit into the classification put up by Ann
Kaplan in regard to Music Videos. Miami Vice is the postmo-

dernist, fallic mode, and the soap opera is the preocedipal,
romantic moede. Both address and frustrate male and female desgi-
res respectively.
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Bazar

[Enavbesiy

In my analysis of Bazar I will try to uncover if the program
constructs gendered viewers and how women are represented. Ba-
zar is a litterary talk show produced by Denmark's Radio (DR},
and was broadcast for the first time during the spring of 84
with 12 programs. The show was continued in autumn 85 and
spring 86. Here I will deal with the first season. It is broad—
cast at about 9 o'clock every Tuesday as one of the late ave-
ning programs, and runs for about 40 minutes. The basic struc—
ture of the show 1s a discussion among most often four writers
on a subject with some relation to their writing. The show is
transmitted live, which is something new in this genre in DR.

Bagar seems to be a typical TV program as described by Ellis,
although with some significant exceptions. Firstly, the organi-
zation of time: Bazar is broadcast live, at almost the same ti-
me every week, and has now run for three seasons. To broadcast
a literary program live is something entirely new in DR, how-
ever this program-policy is part of a general trend towards
live transmissions. Live transmissions is mostly used in the
so-called "channel programs”, that started about 1980, as a
mixture of entertainment and Journalism, a tendency explicit-
iy named "pleasurable presence". The aestetics of Bazar seems
to be an extension of this trend; until Bazar appeared; Litera~
ry programs in DR mostly consisted of interviews with indivi-
dual writers, combined with some form of wvisualization., They
were broadcast as individual programs, or as part of a maga-

zine program.

The gegments of the program are the following: The host/anchor
person presents the subject ¢of the evening in close-up and di-
rect address; the signature; the host presents the writers and
their books; the discussion. Some programs include some kind of
performance, often music, and sonmetimes the writers themselves
read excerpts from thelr books. At theend, the host agailn ad-
dresses us directly and recommends further reading on the sub-
dject.
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The program is both more and less segmented that one could ex-
pect. The performances are not very intergrated in the discus-
sion as a whole, but functions more as a diversion or a rupture
than as impetus for further discussion. On the other hand one
might expect a discussion between four equal discussants to go
in many directicns and touch on a variety of subjects, however,
the discussion most often proceeds in a highly structured man-
ner: with a main theme, a foreseeable conflict and solution
and fixed parts for the participants for instance a part as
the principal character. The program is rather packed, and we
get the impression that we are in a hurry, thereby enhancing
the impression of being where the action is, of immediacy and
presence., The signature may be read as addressing a male and a
female viewer at the same time. Every signature contains a se-
ries of slides behind a stylized book with turning pages. There
are pictures of nature: Trees, watsr and one very significant
plcture of & vagina~like flower, on which the camera zooms in.
The meaning might be, that the fagcination of litterature is
like the fascination of the female sex. If this sequence of
pictures, however, appeals to the male gaze, the scundtrack

is %mpliciﬁiy about female sexual fascination. The underlving
music is a song by the female singer/songwriter Anne Linnet
called "Night train", about the womans desire for her lover du-
ring a nightly ride. Secondly, the organization of space: The
setting 1s the same in all programs of the first season. The
writers sit in comfortable chairs on either side of an oblong
coffee table, the hest sits at the head of the table. The spa-
ce is circular, the TV studio delimited by bookshelves., The
public is placed in rows before the bookshelves in two half-
circles. The three cameras are each situated in the corner of
a triangle with center at the coffee table. Opne camera points
directly at the anchor person. This means that there is not a
constant central perspective. The discugsion is not f£ilmed
from one side of the action which is the typical way of shooting
discussions. This scenography and the situation of the cameras
allows for two different modes of address. First, the anchor
person’s direct address to the viewers, presenting the subject

and the writers. Second the discussion between the writers,
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which can occur without the anchor perscen being on the screen..
This is an exception from the traditional mode of address in

™, and it allows occational breaks in the traditional firm

link betwsen the anchor person and the viewer, and the hierar-
chal mode of address. This is a technigue which may give women
an opportunity to express themselves outside of the partriarchal
getting, as I will demonstrate later on.

Thirdly, the characters: There are five groups of characters:
The host/anchor~person, the writers, the performing artists,

the experts and the public. The characters are not allowed to
forget their parts, and there exists a hierarchy of speach:

The host gives the writers the opportunity to speak, inter-
rupts them to let the preformers perform or the critics com-
ment. The public is not allowed to speak. A rather fixed pat-
tern determines the definition of the groups of characters.

The discussants are almost without exception writers, although
one could imagine that this group also could include readers or
critics oxr other people with a professional relationship to lit-
terature. There is a sharp division between writers and artists.
Only very seldomly are the writers allowed to read guotations
from their books, they are generally more presented as cpinion
holders than as creative personalities. Art somehow has a low
priority. The performances are of course thematically related
£o the content of the program, but it is not an indispensable
part of the program, it functions more like a break or a warm-
vp. To make the dramatic structure function, the discussants
are firmly locked into the parts that have been predetermined
for them in the discussion. This hierarchy and freezing of the
parts contributes to the ilmpression of repetition and familiari-
ty in TV aestetics. However, the number of participating wri-
tars, most of them are rather unknown or have just recently
published their first book, points toward a democratic tendency
of the program.

The Representation of Women in Bazar

I suggest that there is a tension in Bazar between male and fe-
male aestetics and mode of address, with a predominance of the
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malemode, The program allows for amale identificationwithan al-
mighty hero whe acts within a well-defined hierarcial world,
where he controls the action, the parts and the narrative.

This aestetics also allows of the control of the male ambiva-
lence towards the female, which in turn governs the represen-
tation of women in Bazar. But there are also some traits that
breaks this male pattern, namely the possibility of multiple
identifications put up by the scenegraphy and the situation

of the cameras, which allows for another representation of we-
men.

The representation of women is on one hand determined by male
obijectivization, and on the other hand by the different strate-

gies applied by the female discussants to oppose this objecti-
vization.

The objectivization works differently in different kinds of pro-
grams. The programs can roughly be divided inte programs mainly
dealing with the private as copposed to the public spere. In
programg dealing with the public spere the participation of wo-
men is not considered necessary, as can generally be seen f{rom
the very low representation of women in news and current affalrs
programs, If women appear in these programs at all, they usual-
lv have a very narrow range of roles, which generally speaking
are not intended to demonstrate a female world outlook.

Women may occationally appear in these programs in a fetishis-
tic manner, because "wonmen make better pictures” (1l}. Women

can be rendered invisible either by literal absence from the
program, or by being put into a position of muteness or infe-
riority in relation to the main theme of the program. The rea-
son why women appear in these programs at all, may be pressure
from the female members of the editorial board, and zs a re-
gult of public opinion. Confronted with these demands the male
strategy is then to render women mute o©r inferior or use them

ags fetishes.
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On the other hand, women can be protagonists in programs dealing
with the private sphere, but she will usually be seen from the
male point of view. Here the woman is the object, not of a voy-
eristic gaze, but of a voyeristic, dominating and obsessive

narrative,

The strategies applied by women can be either to play on the
traits of female aestetics in the program, or to work against
or destroy the male aestetics. In the following I will demon-

strate how these mechanisms function in Bazar.

In three programs "Travelling is living", "The historical novel®
and "Unemployment” no women appeared at all, In the program on
unemployment a man was chosen to represent the alternative of
working in the home, which is not a really radical alternative
seen from women's point of view, As for the program on travel-
ling, the usual argument, that no woman was available, was not
valid, because a book written by a couple, who had becen tra-
velling with two babies had recently appeared. And also in this
case the female experiences might have been considerably dif-
ferent from those of the men.

In a program on suspense novels several mechanisms were at work,
The discussants were three men and the female author Line Mglle-—
bro. Bhe is a very beautifull women with long blond hair and
tight leather trousers, and without diminishing her literary ca-
pabilities it is not difficult to imagine her being chosen for
the program partly because of her beauty, partly because of her
novel, that is about sexual role reversing and female agents.

A theme which has a lot of potential voyveristic interest for

the male editors (and of course a lot of interest for feminists,
but this point of view was not touched upon at all}). Bespite

all this potential interest Mpllebro was almost non-existent in
the program, exceptperhaps as a fetish. The main theme of the
program turned out to be conventions of the genre, and Mglle-
bros work was not discussed on its own terms. On the other
hand, I think that Mgllebro, who obviously is interested in

the representations of women, as can be seen in her book, play-
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ed on the offered role by representing herself as a kind of Bar-
barella figure, a parody on the representation of women as ob-
4ect thereby pointing at the fact that 'woman' is a cultural
eonstruction, not an essential fact. and thus presenting her-

self as a subject anyway despite the cbiectivation.

4 program on witches was the only one in the £4 season to have
a feminist prodect as basisg. The discussants were two men and
two women, but the exchange mainly took place between a female
theologian from the lesbian movenent; Lene 8j¢grup and a conser-
vative male preacher, Sgren Krarup. A talk between 4 women might
have shed light on this theme, in this case however, the dis-
cussion was highly polarized, The male preacher was given the
part of the wvisual subject as described earlier, as the one
with whose eyves we look at what happens. One of the strategies
emploved by Si¢rup against this was to use the mute public {(who
that evening consisted partly of women from the lesbian move-
mant) as a weapon against Krarup., She worked.against the hier-
archy that had been forced upon hexr and the public alike by -

as Bllis says = "recruiting the audience against the interview-

er by appealing to a common sense that the media persons do

kel

not share,...” {(p.134). The public ridicules Krarup by their

mimic and laughter, and thereby somehow breaks the silence

that has been forced upon them.

A program on the culture of vouth was one of the rare programs
with two male and two female discussants, but still a female

narrative and a female look was very sporadic. Numerically the
women had the say in less than one third of the time, and then

mostly in the beginning when they were interviewed by the

host individually. They took very little part in the discussion
as a whole. The women (they were about twenty, the men in their
late thirties) were caught in the male aestetics, the conflic-

tual narrative, the pretermined parts. One male discussant, a

very talkative and paradoxical character, an expert in compu~
ter games was given the part of protagnonist, while the other
male was ¢given the part as the mouthpiece of the host,

thus representative of common sense and defender of traditional
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written literature against new technology,. At least one of the
women - a sguatter - seemed to have heen given a part - as an
cpponent to the computer expert. Even though she made some ve-
ry pointed remarks, she really did not seem to want to take up
the offered part, leaving the battlefield to the men, to which
they happily entered. The women seemed dominated and alienated,
but alse consciously determined not to enter the disgcussion on
the given terms. That these women were in the program at all,
howsver, young and almost unknown as they were, points to the
conflict in the show between democratic and patriarchal trends.
The women were sometimes able to get to talk to szach other and
support each other's statements as a counterpoint to the conflic-
tual discussion between the men. They thereby used the inherent
possibility in the structure of the program of egual, non-hier-
archal talk and of multiple principal characters like in the
scap operas, as described sarlier., This possibility was often
uged in programs with two female discussants. They nade sach
other subiects by locking at each cother,

NOTES

1. 7Thiz passage bullds on Mulvey and Toft.

2 Mulvey p. 421-22,

3. This passage bullds on Ellis and Houston.
4 BEllis p. 142.

Ellis p. 142,

6. Bllisg p. 143.

7. Ellis p. 139,

i
«

8. HPouston p. 17-18,
Modleski and Brunsdon.

10, This analysis is inspired by a spoken paper by Peter Larsen given at
the Center of Mass Communication, University of Copenhagen spring 1986,

11. Jensern and Kleberg p. 68.
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