PRIME TIME

limits of social acceptability. Whether this is a positive or nega
development depends on the viewer’s own perspective. :
television tells us so often about sex, a fact of life. Even in ﬁwﬂ
AIDS, an “L.A. Law” producer muses, “We may be heading foi

repression, a new ‘Father Knows Best’ era. I hope not. For televi

- »
married or celibate characters aren’t as much fun.”21
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ROM LUCY TO LACEY

une Cleaver on acid,

—Murphy Brown

SSHE 1in s&mnw television programs are made by Bonrm
Is ike 'k
agine? ...gmiun it’s vnomcmo ﬁ&nﬁmugm creative noEBzEQ
en a-male preserve. Our survey of that group, described
mocb& only one woman out ow 106 people interviewed.

wo programming. We can lock at how the mostly
: .BE:E&\ has portrayed the other half of humanity on
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PRIME TIME From Lucy to Lacey

SUGAR AND SPICE | 8\ sisters (Billie Jo, Betty Jo, and Bobby Jo) on “Petticoat Junction.”
wwvmmw:& housewife routine was reprised by Phyllis Diller on
ruitts of Southampton” and Eva Gabor on “Green Acres.” The
Sgo illogic that undercut rational male authority even found its
is.in- the supernatural powers of a beautiful witch on
and a glamorous genie on “I Dream of Jeannie.” Both these
ed much of their comedy from the often futile attempts of
es to retain control over their households in the presence of
werful female magic.
mmﬁom and 1980s, the tradition of slapstick comedy by lovable
as cmwmﬁ by characters like the 1950s-era friends “Laverne
and the more contemporary Janet and Chrissy, lucky Jack’s
s on “Lhree’s Company.” Other variations on this theme were
ary Richards’ busybody landlady “Phyllis” and Tina, the flaky
r to'a chauvinistic Japanese inventor on “Mr. T" and Tina.”
nﬁﬂzmm like the 1950s or male-oriented Japanese society sug-
ocial change may have caught up with the Lucy formula. One

of .mﬁnr comedy is the conflict between a socially subordinate
! .ﬂwnoﬁomnmﬁ% dominant male authority figure, who gets
oy guile, charm, or the sheer lunatic inspiration of some
But the upsetting of male domination through feminine
.mm.m....ﬁrm\n audiences accept the premise of male dominance
workplace, and love relationships. As that premise
descendants of Lucy Ricardo may follow the giddy heiress-
rewball comedies into broadcast history.

nduring prime-time comedy type is the warm and loving
Boww..ma figure. These women were often the female coun-
age and tolerant husbands in happy middle-class house-
re rore likely to work with their husband in solving fam-
i to- work around him, although the man remained
res:in their partnership. If father knew best, mother was
ing him up. Unlike the frenetic physical comedy that
ﬁromn family comedies were slower wmnm& and aimed
n _uaE\ laughs.

In the beginning there was Lucy. Television’s first female arche

was a zany housewife whose madcap machinations bedeviled her lovi
long-suffering husband. In her original incarnation, Lucy Fom&o.
friend Ethel Mertz were constantly getting into scrapes stermnming
their efforts to get around some rule or prohibition announced U% 9

bands. They often ended up causing trouble for themselves and
spouses alike. Devotees relish the time Lucy finagled her way onto
TV show to do a'cough syrup commercial, then got drunk on camer:
sampling the highly alcoholic product. Another escapade involvec
efforts to crash Ricky’s nightclub act by impersonating a &o&s .

emphasis was on the women's ability to manipulate their men, despite

limited amount of actual power they possessed. And audiences lo
Love Lucy” was the number one show with audiences for four diffe
sons. Along with “Here’s Lucy” and “The Lucy Show,” Miss Ball’
landed in the Nielsen top ten for an incredible fifteen years.

Lucy Ricardo/ Carmichael/Carter played in prime aﬁo..ﬁno

through 1974. Her most lasting influence, though, has been t
characters modeled on Lucy lines, defined largely by their fran
to manipulate husbands, boyfriends, bosses, or other figures o
authority. A year after Lucy premiered on CBS, another wacky ho

was making trouble for her husband, a staid judge, on NBC’s
Joan.” The cycle soon included working women who compli
lives of their male bosses, like Gale Storm’s Susannah Pomero
director of a luxury liner on “The Gail Storm Show” (aka 0
nah”), and Ann Sothern’s Susie McNamara, who was a “Private

to a talent agent. When such characters werern’t married, ﬁr&\._,wm
of their time and energy hunting for men, as did Susie and
Sylvia, along with Eileen Sherwood, ak.a. “My Sister m%nm.
Brooks of “Our Miss Brooks,” and many others.

This type of irrepressible character was carried mzoﬂmv t

various new incarnations. There were perky teenagers En
“Tammy,” Patty and Cathy Lane of “The Patty Duke mr.o
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ns, “The Brady Bunch” and “The Partridge Family.” The former
ered six children, a cat, and a dog, who were looked after by house-
arol WS&\ and her architect husband Mike. The latter included
ds and a dog, along with their sound-recording equipment (the
f: ..L%.U.ontn pop stars). The tradition continued through the
0s.with-“Eight is Enough,” in which first Joan and then Abby
w&@n& her journalist husband raise their brood of eight.
re recent family comedies are likely to give mom an occupation
Emuwmmibmv but the scripts rarely stray far from domestic situ-
us Elyse Keaton may have been an architect, but the real question
this former flower child got along with her conservative children
m H,am 7 Clair Huxtable on the “The Cosby Show” is a practicing
Ut we :msz\ see her practicing the art of child-rearing on her five
<§Hm ever the changes in the American family structure, “Mama”
o danger of being displaced as a timeless comic figure.
¢ significant spinoff from this form deserves mention for merg-
ditional warm but gentle mother figure with a very different
“The Mary Tyler Moore Show” essentially shifted this
'work setting as the “mother” to a family of co-workers. This
€ Uammwgmocmr in portraying a happy, successful, single pro-
man. wzﬂ Miss Moore’s character was worlds away from Faye
Emo: lady television executive in “Network.” Mary Richards,
sducer to a local television news show, provided an island
nd’ moom sense in the midst of chaos. Around her swirled
orms induced by grown-up children like Ted Baxter, the blus-
al:anchorman, Phyllis Lyndstrom, the busybody landlady,
ivens, the catty and man-hungry “happy homemaker.”
Vi “m.u._,mmanmn Allan Burns later recalled, “On “The Mary Tyler
were feeling our way. Mary was a character who was
“her shell, emerging as a wornan with a little authority.”
0! ..E.mbmmnm to finesse a major shift in the occupational role
commodating the new social situation to the older arche-
.m..:m..ﬂoqoa into the workplace, “mom” went to the office,
et temperamental but loving brood of fellow workers.

Television’s archetypal comic mother figure came from a show ti
appropriately, ‘I Remember Mama.” From 1949 through 1956 “M
Marta Hansen, along with “Papa” Lars, presided over a Norweg
American family of five around the turn of the century. Each episo

introduced by daughter Katrin, seen turning pages in the family
and telling viewers, “Most of all I remember Mama.” This prototyp
the family comedy genre is less familiar to today’s viewers becaus
broadcast live and thus denied the immortality of syndication. A
fate befell most episodes of “The Goldbergs,” which feature
Goldberg as everyone’s favorite Jewish mother from 1949 throug

The wholesome housewife persona was firmly established

long-running mother figures as Margaret Anderson of “Fathe
Best,” Ozzie’s wife and helpmate Harriet, and Beaver’s understa
mother June Cleaver. A prime repository of television nostalgia i
ollection of watching the children in these shows grow up. Les

rable, perhaps, but cut from the same mold were characters _..%.m”
Stone, Dr. Alex Stone’s wife on “The Donna Reed Show,”: [)
Williams™ wife Margaret on “Make Room for Daddy,” and ev
Mitchell, the hapless mother of “Dennis the Menace.” All the
carried the tradition of family comedy relatively unchanged into't

The new decade also saw some variations on the original _m
surrogate for the traditional housewife-mother appeared in M
North Carolina, where the lovably befuddled Aunt Bea helpe
Andy Taylor, a widower, raise his young son Opie. Her younger
part in Washington, D.C., was Katy Holstrum, the Swedish
Daughter” who became governess of Congressman Glen Motle

sons (and eventually became Mrs. Morley). About the same
character type was sent up by Jean Nash, the unconventional hous
“Please Don't Eat the Daisies.” She wrote a newspaper column
noon, and could not care less what her proper mﬂwﬁgm._
thought about her lifestyle. Nonetheless, she managed to rais
tional family that included four boys and a sheepdog.

Notwithstanding this etfort to break the mold, the warm
mother figure was carried into the 1970s by the matriarchs of tw
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“rnarried and matried/Phyllis’s husband dropped dead/Florida’s
bm&mm cancer/Joe's moved from sweet Rhoda’s bed./Mary must
w employment/Alice is still slinging hash/It’s assembly line work
riey and Laverne/The Sanfords collect people’s trash.”

If Mary Tyler Moore poured old wine into new bottles, prod
Norman Lear introduced a new kind of heroine who carried a hu
proof kick. The Lear lady combine Lucy’s zaniness and “Mam
city with a dollop of sharp-tongued sarcasm all her own. Mo
comediennes portrayed middle- or upper-middle-class women
problems revolved around family squabbles or simple failures of cos
nication. Suddenly, in the 1970s, struggling working moth gmﬂmn and Ann Romano were divorcees, as was Maude’s
welfare mothers were finding biting humor in such unlikely m:no d'Rhoda untied the knot in the course of her series. Even

ations as rape, drug abuse, poverty, racism, and alcoholism. . Teall . mnmn\&m they regularly stood up to men, cheerfully trading
when Archie Bunker’s wife Edith evolved from a slow-witted

to a more fully rounded, mature, and sometimes troubled charac
The more typical Lear woman, however, evolved fro:

emarked upon, but mmcmb% dramatic, was their new relation-
e The women of seventies’ sitcoms were not afraid to go it on

hissbands, boyfriends, and employers. The longtime comic
8 .o&%mmmn& in some respects, however. Women are still
ther who attempt to stand on their authority. But instead of
acquaintances like next-door neighbor Louise Jefferson at ocbm or subtly manipulating their men, the women slug it out
Maude Findlay. Maude was as loud and shrill in her Euﬂmm._ 44 feminist version of the blue-collar fantasy, telling off the
Archie was in his hard-hat conservatism. When Maude wasnt ba an mﬁ&. “9 to 5,” in which the office secretaries run roughshod
Archie, Louise was deflating her self-important husband Georg
version of Archie. Their interactions helped develop a style o
political, and ethnic comic repartee that owed considerably moz
Rickles than No¢l Coward.

A remarkable number of spin-off series omﬁm_urmwo& &:m
the dominant comedic style of the 1970s. A stock character
woman whose strident insults and sarcastic wit undermined mal
These characters included the Jeffersons’ maid Florence, Matic
Florida Evans, Archie’s housckeeper and cook, Aunt Esther:o
and Son,” and Della Rogers of “Chico and the Man.” Mos
blacks or white ethnics, and the problems they dealt with had
encountered in the sunny middle-class world of previous sitcom
own spin-off, “Good Times,” Florida Evans struggled with po
raising three children in a Chicago housing project. In “One ]
Time,” divorced mother Ann Romano had to deal with he
ventures into premarital sex, her own dating problems, sexual.
on her job, child support and alimony, and eventually a collap;
exhaustion (little wonder!). The triumph of low-life “realism”in
of sitcom women inspired this bit of doggerel from one criti

ept sexist boss, was the culmination of a decade of change
hen Mary Richards joined WIM- TV News and Edith
amée an equal partner in her marriage.

istory of female stars n dramatic series is somewhat more
‘hroughout the entire first decade of our study, there were
.o_omu\ hostesses like Loretta Young and Jane Wyman often
odes of the shows they introduced, but they did not create
iracters. 1t was not until the 1965-66 season that viewers
roduced to strong female characters who took top billing or at
.H.sﬁr a male. Ironically, one of the first pioneers was actu-
h B@OQ Myrs. Emma Peel (Diana Rigg), the cool and
mpetent secret agent on “The Avengers,” was more likely to
.@sn.mon John Steed than to be protected by him. Another
nd that season was the title character in “Honey West,”
ate eye-in a fetching trenchcoat.

anwhile, the Western genre produced a less glamorous but no
ative female lead. On “The Big Valley,” Barbara Stanwyck
ﬁonm Barkley, the no-nonsense matriarch of the Barkley
ext. mné years brought such diverse but equally independent
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women as Julie Barnes, the “Mod Squad”™s hippie cop, and “Tulia necklines. On shows like “Dallas,” most women existed primar-

widowed black SOHEDW mother. Such roles were strong on m:._Umﬂ.m... ce S&nm@mﬂmw conquests for various male m,.ﬁﬂ.pﬁmm. OOS@@QDN
eated female J.R.s like “Dynasty’s” glitzy Alexis Carrington Colby

“Knots Landing’s” Abby Cunningham, a worthy heiress to

short on the realistic situations faced by Mary Richards’ circle of frie
not to mention the travails of Norman Lear’s characters, ;
Beginning in the mid-1970s, though, female stars started ¢

more exposure in a different sense. Under pressure to tone down £
lence of cop shows, the networks found an alternative audience mmm_u
a genre most succinctly described as “T' & A TV.” The trendsette
“Charlie’s Angels,” an interchangeable team of pin-up detectives:

mrom both to keep the supermarket tabloids buzzing.
sday’s TV sex symbols are often carcer women whose

soft-core suggestiveness. The new sex imagery soon ranged from

n

Rogers” Lycra-clad helpmate Wilma Deering to the WEEmnE.
revealing haute couture of “Moonlighting™s Maddie Hayes. No:
dentally, when “The New Avengers” appeared in 1978, Mrs: Pee

replaced by sex kitten Tara King, who was much more the vo

damsel in distress.
Perhaps the best microcosm of the shift in female dramatic ro
the detective drama “Remington Steele.” The series opened in"198;

turing Laura Holt, a brilliant private eye, who couldn’t attract b
because she was a woman in a man’s profession. So she created 4n
inary boss named Remington Steele. The ruse was a success, and
ness boomed for this staunchly independent self-employed crime-fig

When clients kept wanting to meet the elusive Steele, she hired he newspaper publisher on “Lou Grant,” and Amanda

) i politician on “Fortune Dane.” To date, the heirs of
g and ‘Barbara Stanwyck have managed to endure, if not
ainst, the Farrah Fawcett clones.

man to play the part. Well into the series’ second season, Steele:was
trayed as a charming bumbler who knew more about old Bogar
than actual crime-solving procedures. Laura remained very mi
senior partner. Gradually, however, Steele became more polis
naive, and more successful. At the same time, Laura began weari GROUP PORTRAIT
tweed suits and more evening gowns. In the show’s final seasons

yular image of women on television usually begins and
morable characters from hit shows. This can be mislead-

became a worldly man about town, often rescuing Laura mmo%.

Meanwhile, Laura grew less independent and more concerned abo

refationship to Steele and their future together. This role reversa because most female characters are neither stars nor even

only with the series’ demise in 1986. .m_...ﬂw..nﬁoum. TV’s women include a parade of long-forgotten

In the 1980s this trend was carried by the prime-time soa ecretaries, and damsels in distress whose roles never out-

their emphasis on heavy-breathing themes, lightweight nwﬁmﬁo ode. . Only a systematic content analysis can chronicle
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the comings and goings of a// female characters. So we catalogued THE GIRLS IN THE OFFICE
distribution, social background, and personal traits of the wgomo W .
we encountered across thirty-one seasons. 11d of work, women are usually found wanting. Nine out
¢n highly educated professionals on prime-time television have
eral, a clear second to men. Female characters are less in evider Since 1955 men have portrayed 93 percent of all doctors, 87
males and, in many ways, they are portrayed as the weaker sex.”The mjn_.m and 93 percent of judges, 86 percent of corporate exec-

m.w ercent of college professors. Part of the reason women

In the artificial world of prime time, how do women rate?":

less likely to be mature adults, are less well educated, and hold

4 small proportion of high-status jobs, of course, is their
ack of cB_uon However, women have provided a majority of

status jobs. Their activities tend to represent the private realm o
personal relations, and sexuality, while men represent the public

work and social relations. Moreover, despite television’s dise ind low-status white-collar occupations such as clerks,

social relevance in the late 1960s, this pattern has changed mnﬂu I monaﬁhmm_ as well as most of the models and nurses. In addi-

two.women in five (39 percent) have been portrayed either

little over the years. .
es or without any other identifiable occupation.

The most basic finding is that men have always outnum v
women by hefty margins on prime-time shows. Since 1955, 72 notable is how little television’s employment picture has
the years. The proportion of women in many occupations
am. on.m_ﬁmsn% at very low levels. Most significant is the med-
m.?qm%m a popular setting for T'V drama. Women account-
om\ﬁ of the doctors throughout the 1950s and 1960s, and their
: ncredsed to only 8 percent since 1975, Similarly, the pro-

emale politicians went from 4 percent before 1965 to 5 per-

ce 1975. And throughout the entire study we coded no female

of all characters have been male, although the gap has gradually n

over the years. Prior to 1965, only 22 percent of all characters ¢od
female. From 1965 through 1974, the proportion of women incr
28 percent. Since then women have accounted for one-third:
sion’s prime-time population. That represents a 50 percent inct

television’s early days, but it means that two out of every threecha
are still male.
Nor do women make up in credentials what they lack in she -
bers. Among characters whose level of education was known, m umber :of women portrayed in many other professions has
¢ the 1950s, but the change is usually modest, with the only
ng place since the mid-1970s. Prior to 1965, for example,
] of all lawyers were played-by women. During the next
p: ﬁ.o.wmon increased only slightly, to 8 percent of the total.
75, however, one lawyer in four has been female. The number of
Boﬁwm in tandem, increasing from none at all before 1965 to
d %mb 20 percent during the next two decades, respectively.

accounted for 85 percent of the college graduates and 89 percen
with postgraduate training. The education gap has receded only
over the years. For example, in the first decade of our study, wom

up a minuscule 6 percent of the characters with advanced degrees
most recent decade, their proportion has risen to 16 percent, oH...”m_u :
highly educated female character for every five males.

On television, a viewer’s knowledge of someone’s educat

rate executives have increased more gradually, from 6 to 12
@H.m.mmﬂom the total across the three ten-year intervals. Sim-
constituted none of the police officers during the first
ercent during the second, and 10 percent during the third.

ally a function of that character’s occupation. The audience ran
about a housewife’s schooling, whereas we can assume that a lav
a J.D. and a doctor an M.D. So the best test of social starc
authority is usually the type of job the script assigns a character,
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i this- mold were Perry Mason’s assistant Della Street, pho-

er Bob Cummings’ assistant Schultzy, and Suzy MecNamara, Ann
Moreover, while women have been filtering into some high-sta ¢ role in “Private Secretary.”

occupations in recent years, their portrayals of low-status employ :

also increased. From 1955 through 1964, women played only a'm;

(42 percent) of the low-level white-collar workers—clerks, J%w\a

tionists, and the like. "Their proportion increased to exactly hal

Note, however, that part of these shifts are due to a gradual increase i
total number of women on prime time over the years. :

le of working women during these years was best epitomized
t of the action-adventure format. This formula was intro-
1958 by “77 Sunset Strip,” the office address for a glamorous
detective mso who were assisted by Suzanne, their ravishing
ob.@o.m.. .a operator. The success of this show quickly spawned
ith the same mix of characters, which was wryly dubbed “two
ve, one part cutic pie.”> Among the contenders: “Bourbon
NE.H&. two New Orleans-based private detectives and their
tary, Melody Mercer. “The Alaskans,” set in the 18905
h, presented two prospectors who teamed up with a beau-
entertainer named Rocky Shaw. “Hawaiian Eye” substituted
n w .ﬂ..mﬁ:nw with the usual two detectives, who were assist-
grapher/nightclub singer Cricket Blake, played by real-life
mﬁnﬂ.mnm. It would be several years before women began to
eyes or other law enforcers themselves. For now they were

wogsmwoﬁm“ r&&sm&oéf.ovm&rmﬂ mm@nbmomosmw&loowm
$ S

occupational group during the next decade. Since 1975, woni
taken a big jump ahead into television’s pink-collar ghetto, accountin
two out of three low-status white-collar jobs.

A very similar trend is evident among unskilled blue-collar :

vice workers, a category that includes casual laborers, some factot
ers, taxi drivers, waiters and waitresses, and domestic workers. D
1950s and early 1960s, women made up only one in six ::mﬁﬁou..”
shown on television. Their numbers grew slightly, from 16 to 19
during the following decade. Since 1975, however, it has increased
percent. Thus, even as female characters have moved into som
status jobs recently, the proportion of low-status female workers h
than kept pace.

How do these numbers translate into the actual character:
arrive and depart from new series each fall season? Until the H&.
women had little opportunity to establish characters with a stron
pational focus, since there were no female dramatic leads, and. the

: Hmm.om, women started to move into other occupations,
! .m.ﬁmnmﬂ.. proportion remained in more traditional settings.
of secret agent shows created some glamorous roles like those
Carter on the “Mission: Tmpossible” team and April
e Girl From UN.C.L.E.” in addition to Honey West
..ﬁ.o.&.ﬂrm first time, women also began to portray police
as Eve Whitfield and Fran Belding of “Ironside” and “Mod
B mem‘ (ABC’s promos identified the mod squad team as
ic white, and one blond”.) There was even the first female
d tole;, Patricia Marshall of “T'he Jean Arthur Show.” Char-
ess-related professions ranged from rancher Victoria
etticoat Junction™s hotel owner Kate Bradley.

ads into new job opportunities must be viewed against a
itional women’s work. Lucy Carmichael continued to

nant sitcoms were homebound., Most working women in ‘con
roles had low-status or sexualfly stereotyped jobs, like beautici
da Nugent on “The Gale Storm Show” or the various nurses on
shows like “Hennessy,” “Ben Casey,” and “Doctor Kildare.” An
was Dr. Maggie Graham, who always seemed to be a potential
est for tall, dark, and handsome Dr. Casey. :

Most women climbed no higher on the occupational ladder
occasional social service job, held by characters like mnwooﬁmmwr
Crump on “The Andy Griffith Show” or Frieda Hechlinger,
a welfare agency on “East Side, West Side.” Otherwise, wome
authority mainly as the bosss assistant or “girl Friday.” The best
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work as a secretary, and “Gilligan’s Island” carried on the sexy
stereotype with Ginger Grant. Housekeepers were also well repres

show _uammm in 1968, lead character Doris Martin was a widow
o Em&nb who had moved from the big city back to the family
xt season she took a job at “Today’s World” magazine—as
In Ho‘\w however, after the success of “Mary Tyler Moore,”
.mw.om.ﬁsm cast was changed and Doris became a single staff
day’s World.”

er fronts, Amanda Bonner appeared as a crusading lawyer on
nd:Dr. Anne Jamison teamed with her father Sean as
vho'ran a free clinic on “The Little People” (later renamed
th mros,sv Even in a more traditional occupation, Major
loul hari‘of “M*A*S*H” was very much the head nurse, pro-
p contrast from the docile nurse Martha Hale of “Hen-

including the Baxter family’s “Hazel,” Mrs. Livingston on “TheCou
of Eddie’s Father,” and Alice of “The Brady Bunch.” Even soci
vance shows, like “Room 222”7 and “Julia,” which provided the fir
ring role for a black woman, placed their female characters E.ﬁm

roles like teaching and nursing.

The contemporary career woman got off to a rocky start'o
sion with Marlo Thomas's portrayal of “That Girl” from 1966 th
1971. "The title character, Ann Marie, was a spunky young actre
to make it alone in the big city. She bounced from one odd job
er while awaiting her big break in show biz. The scripts mostly ig
the potential for portraying a determined working woman, concen

instead on physical humor and Ann Marie’s Lucy-like lovable d

As we noted earlier, the breakthrough series in this sphere Wi
Mary Tyler Moore Show,” which premiered in 1970, just as “T'
was fading toward cancellation. Like Ann Marie, Mary Richs
small-town gir]l building a career in the big city. There the resem
ended. Mary had a regular job at a local TV station as a news
and her fellow workers accepted her as a skilled professional.”
Castleman and Walter Podrazik write:

eitd 82@& working women in middle-class jobs has acceler-
wmﬁm 1970s and shows no sign of abating. In 1975 the first
ina &mEmSn lead role appeared in the person of “Kate
m%n& shows began to supplement nurses with female doc-
nvmnmnﬁoum such as “St. Elsewhere”s Drs. Annie Cavanero,
n m:m Wendy Armstrong, and “Trauma Center”s Dr.
e <<05mb even graduated to the role of hospital adminis-
mob om “House Calls” character Ann Anderson and, later,

Mary’s image as an unmarried career woman with a res A .
: W m:mou..oomm proliferated on cops 'n’ robbers shows. They

exy supercops like “LAPD’” Christie Love, “Policewoman”

on, and “Bionic Woman” Jaime Sommers, to more realistic
like' “Barney Miller”s officers Whitworth and Baptista,
nnie Clark and Sindy Carhill, and Robin Tataglia and Lucy
treet Station.” The shortlived “MacGruder and Loud” even
nd-and-wife team of California cops who must hide their
thi mﬂumwﬁamsﬁ so they can remain partners on the job.

ble job other than a secretary or a teacher was a major br
from television tradition. She was not a widow, had no';

dren, and was working because she wanted to build he
life and career. . . the program presented, without fanf
women as being capable of interests beyond housework, m
riage, and crazy sitcom schemes.” .

Moore’s portrayal quickly became the prototype for caree:
sitcom settings. For example, when Mary Richards’ friend Rhod
own spin-off series, she quickly left her job as a department sto
dresser to start her own business. Equally instructive were ¢
“I'he Doris Day Show” format to accommodate the zwﬁz

Uomm: to acquire business savvy as executives and even
.Emmm.n.m. At radio station “WKRP in Cincinnati,” the staff
s.mﬂ. the thumb of owner Lillian Carlson. Nor did “Los
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staffers, not even crusty city editor Lou Grant. In the 1980s, the ¢
soaps offered tough businesswomen who acquired new properties and
husbands almost interchangeably, like “Dallas™s Pamela Barnes
Grayson, “Dynasty”s Alexis Carrington Colby Dexter, and Abby
ningham Ewing of “Knots Landing.”
Even the journalistic profession, long a male preserve in pi)
as in reality, began to acquire female representatives. Following i
Richards’ footsteps were Jennifer Barnes, news anchor of Boston
TV on “Goodnight, Beantown”; hard-driving reporters CarlaM Vera, as well as later replacements Belle and Jolene. “It’s a
and then Billie Newman on Lou Grant’s staff; and even tured 4 more upscale s etting in 2 Los Angeles Hmmﬁmﬁwmﬁ -
McConnell, who worked for KITINS-T'V when she wasn't dealing wi tables was still the main order of business for a crew that w:n_H:m-
alien Mork from planet Ork. Finally, “Murphy Brown” Hnwnamg Vicki, and Cassie. Thus, even as new doogs began t0 onen
current feminist ideal as a TV newswoman who is intensel male characters in recent years, others walked \EWOG ) ﬂww
oriented and independent, bulldozing her way into interviews to the kitchen. ’ gh them
male social clubs with equal comic ferocity. : upward mobility on television was epitomized by Ann
All the while, despite these genuinely new opportunities Onie Day At A Time.” She was a divorced mothor ﬁ.uwb )
has continued to provide many more traditional portrayals. . een-aged daughters by working as a sectetary. éwmb%obm M
began with banker Milburn Drysdale depending on his ﬁ.:m.a\.ma rs entered college, Ann decided to 20 as well ’ (She had o;
Miss Jane, on “The Beverly Hillbillies,” and English nann B gun to raise her family right after high mnromz After MMM
Figalilly taking equally good care of her math teacher emp entually got a degree and began a career in m&«ﬂd&ﬁ n:mw
“Nanny and the Professor.” Throughout the decade various mal rther in a new agency. Thus Ann began the series smrp lie-
stars relied on their female secretaries. They ranged from detec b or occupational status and gradually worked § li
nix”s Peggy Fair, a Della Street clone, and attorney “Owen: N dle class. Y et Wiy into
legal secretary Frieda Krause, to the brash and breezy Carol, p
Bob Hartley’s receptionist on “The Bob Newhart Show.”
On the medical shows, meanwhile, the occasional fe
continued to be eclipsed by far more numerous nurses. E
1980s, shows like “Trapper John, M.D.” preferred to focus
stereotypes like loyal nurse-assistant “Starch” Willoughby and s
nurse “Ripples” Brancusi. The short-lived 1989 series “N
traded on the nurse-as-sex-kitten stereotype to a degree th
protests from the nursing profession and hastened the sho
tion. The 1980s also brought a profusion of female schoolteidche
populated the faculty of New York’s High School for the Perfor

as well as mythical schools like “Fast Times at Ridgemont
nd quare Pegs™ Weemawee High School. Coliege teachers
mainied mostly male, u
&w._u@mOw also witnessed a profusion of cooks and waitresses
mnﬂu.mmm version of the happy homemaker of yore. df.n?m
e was statfed by Veronica Rooney, the sharp-tongued Irish
...nE.o,m niece-turned-waitress, Billie Bunker. On “Alice,”
as:worked by title character Alice, fun-loving Flo, and the

n ﬁu.owmﬂ to Ann Romano, consider the long but tradition-
le ubiquitous Lucy. During the 1950s Lucy Ricardo of “I
mainly wanted to raise her family, Aﬁwoﬂwv she did have aspi-

k info show business, which husband Ricky regularly
H.Em..ﬂwm 1960s, on “The Lucy Show,” Lucy Carmichael was
dow rying to snare a new husband. Partly to meet more eli-
> went to work as a secretary in a bank. Throughout the
..m“..m.”..ﬁco%s widow Lucy Carter worked for the Unique
kwmw.hnﬁ which was owned by her brother-in-law. Lucille
.o.<..& up to ownership status when she inherited half of her
rdware store (which she shared with old nemesis Gale Gor-
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Ellen Wedloe kept up a household in the Florida Ever-
cluded a 650-Ib. black bear as an honorary member. And
o ..HH_ao.u showed that the nuclear family could survive in the
ar systemn in “Lost in Space.”

ster and Morticia Addams notwithstanding, these house-
or the most part more attractive and alluring than their ear-
b.mmm careful coiffures and stylish attire helped them
dy appearance previously deemed appropriate for television
leir successors in the 1970s continued to keep up appear-
rady and Shirley Partridge kept up with fashion trends, as
des like Carrie Bratter on TV’s all-black version of “Bare-
: nd Nancy Smith, the president’s daughter, on “Nancy.”
43 percent of all female characters were either identified as housey “MeMillan and Wife” was young and gorgeous and
had no known occupation outside the home. From 1965 throu 1t as did Bridget Fitzgerald of “Bridget Loves Bernie” and
the breakthrough period for working women in lead roles, the pr ily Hartley on “The Bob st&mﬁ Show.”

declined only to 40 percent. Since 1975, this figure again mmoﬁu ese

don) in the short-lived 1986 flop “Life With Lucy.” Lucy the
woman turned out to be a not-ready-for-prime-time player.

MAKFE RooM FOR MOMMY

Women not only hold lower-status jobs on television, theyal
to have a weaker occupational identity than men. Female chiaracts
less likely than males either to hold a job or to be shown workin:
Only three out of five women have been identified as holding 4.pay
throughout television’s history. Despite the rise of the TV ca ,
since Mary Richards joined WJM, the totals have been mﬁﬁ_mwm g
sistent over the years. In the era of the sitcom homemaker p

ly, to 37 percent. Overall, that makes an increase of only 6 perc aw them in their wifely roles. Nonetheless, they were nei-
three decades in the proportion of working women on television hurturers of the 1950s family shows nor the zany wives of
Some of the difference stemns from the persistence of wo . 60s sitcoms. Many were childless, which eliminated the fre-

television. The little woman who cleans house and takes care of
dren is usually associated with television’s early days. The endu
of the aproned housewife as a bedrock of stability was establisk on to-deal with real social issues, such as inflation, minori-
wide range of sitcoms. In many ways, TV’s housewives set €
changeable during the 1950s. They spent their days dealing wit
(Wally and Beaver, Ricky and David; Princess, Bud, and Kitt
neighbors (the Mertzes and Nortons), while waiting for theii
bumbling husbands (from Ralph Kramden to Herbert Gillis)
home. Through it all they represented domestic Qmmﬁﬁrg d:

1ous problems of their own, like Maude's abortion, Edith’s
.mnﬁmﬂw Jewish in-laws, and woes that ranged from an
band to breast cancer on “Family.”

Os: ao@mwﬁ a continuation of these trends, except that outside
come much more obvious. In fact the “pure” housewife,
. umscribed by home and family, has largely disappeared
ne:  Thus, Pam Davidson Hinkley portrayed a top-notch
ving wife on “The Greatest American Hero,” as did Claire
he Cosby Show.” Muriel Rush, a band singer before her
successful free-lance photographer while looking after
€ @.m:mwﬁmmm on “Too Close for Comfort.” Home and work

a homey simphcity.

The 1960s featured some variations on the theme of sitc
wives. There were rural comedy wives like Lisa Dougl
Acres,” who knew not a whit about cooking and housewor
were positively uncarthly housewives like Samantha
“Bewitched” and Morticia Framp Addams from that ghoul
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activities were often integrated in the plot. On “Newhart,” Joanna L
helps husband Dick run a country inn, and police officer gmd&wﬁ
was assisted by a very understanding husband. On “My :Sist
Samantha (Sam) Russell acted as a mother surrogate .n.o.mmwmwmm P:
running a successful photography business out of Woﬂw@_ﬁwﬁna
inimitable “Roseanne” races back and forth between home and j
to stay a step ahead of both the household chores and rnﬂ. work
the plastics factory. It has been a long haul from Lucy to Hmnn%
ston seems to be making the transition to two-career mmmuu.«.wﬁ o
There is another, less obvious reason why women only rare
authoritative job identities on television. Even when \%nz.nr .
assigned occupations, they are less likely to be shown actually
their jobs than are males. Thus, a majority of plot lines mnﬁm.. !
concern their personal or private lives rather than their swoﬂw...m.w tis
under 60 percent of the female characters are shown in a"pure
context. That’s nearly double the 33 percent of males s&
concern their occupational activities. This ratio has narrowed :
over the years as the proportion of men shown at work has rem
ble, while the proportion of working women has risen. Even
however, a majority (54 percent) of female roles has DQE.D... i
their occupations, compared to one in three male characters.
As noted, the best-known female leads of the 1950s m.:m a2
rarely ventured beyond home and hearth. They were balanced
by the nurses, librarians, teachers, and secretaries who mwwmm.ﬁ
with mainly male stars (excepting the occasional Gale Stor
Sothern). Even as a new crop of working women entered
with the private eyes and superspies of the mid-1960s, other ser
to show women balancing their careers and personal lives.
Ann Marie was forever juggling her acting and modeling ct
make time for Donald, her boyfriend. Lawyer Patricia Marsh
balanced her law practice with an active social life. E
Carmichael/Carter was shown trying to meet the often
demands of her children and her boss. “The Mary Tyler Moot
often remembered in this context. It also marked a sharp contr;

e @HW .SS Dyke Show,” a prototype home-and-office comedy in
gmwm.mgooﬁm character, housewife Laura Petrie, was confined to

hro mﬂoﬁ.ﬂra 1970s women continued to move slowly into shows

..mr.c.?mm..ﬂwﬂ:u at work. Ironically, this is one area in which
0 n.s...moﬁnmmg a traditional note. Edith and Maude were both
S_.FOﬁﬂ outside careers, Florida Evans’ life also centered on
d family. - Louise Jefferson and Helen Willis were housewives
tside activities involved volunteer work. ‘The female char-
E.n”.o.”...mnm the Man” and “Sanford and Son” were usually
. .m.ﬁﬂ& rather than work-related actwvities. Ann Romano,
Hﬁmmw.ozm.nobomgm over career advancement, social life, and
.o:..mmv.miom, was the exception rather than the rule among

1 ﬂ”vn..ﬁno:mmammbm law enforcement shows offered increasing
or writers to show both the personal and occupational
2 ..o_umamnﬂnav lives. Such diverse shows as “Get Christie

Eﬁ.m.o.goﬁm?: “Policewoman,” “Charlie’s Angels,” “Kate
d“Barney Miller” all featured women who worked at solving
ﬂﬂnwbm open to personal (often romantic) involvements,

valents to “Hawaii Five-O”s Steve McGarrett or Bumper
The Blue Knight,” not to mention earlier crime-fighting
Tiday and Elliot Ness, Thus, even when they leave the
omen are shown as more open to the personal side of life,
anmmaw has actually seen something of a Tesurgence in popu-
place women mainly in a personal context. The wormen in
averneand Shirley;” “Three’s Compaiiy,” and “Eight is Enough”
bs but ...A..V_qmnn rarely seen at work. The focus was on their family
'he same is true of such recent trendsetting shows as “Fam-
yilver Spoons,” “The Cosby Show,” and “Kate & Allie,” FEven
._mﬂns,ﬂ as fully integrated as men into their careers, at least
Time tune,
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series regular an essential part of the formula; each episode also

it a newly minted damsel in distress. You can’t be a glam-
ctive ..aﬁrocﬁ an endless procession of fair maids to rescue.
..&n.?ﬁ;wooom there was a profusion of pulchritude in con-
ranging from Ginger and Mary Ann on “Gilligan’s Island,”
s beauties like Elly May of the “Beverly Hillbillies” and the

s . :
on “Petticoat Junction,” to dashing secret agents like Mrs.
ril: Dancer.

PRISONERS OF SEX

son is their traditional function of providing a romantic interest.. In
years, as scripts have become increasingly desublimated, roma
given way to sex, with no apologies offered for presenting wom
sex objects. Throughout television’s history, however, femal
have been defined in terms of their sexual identity to a greater degree
males. This 1s shown indirectly by the use of attractive young woine:
often function as window dressing in shows dominated by olde
authoritative male characters. :
The typical female character has always been younger than
counterpart. Women are about twice as likely as men to be portt
young adults between the ages of eighteen and twenty-nine. T
percent of all women fall into this category, compared to 18 percen
We found the opposite trend among mature adults, the thirty \nE.‘o.
nine age bracket, when characters tend to be most authoritativ
definition, only a minority of women (49 percent) are woﬁh&ﬁw
adults, compared to 70 percent of men. Since most characters are
means just over one out of five mature adults on television are
These differences have remained almost unchanged over the ye
shifts of less than 5 percent in any age category across three decade
Even a cursory review makes clear that Hollywood favo
women for just one reason. Although kindly mothers wer
memorable female characters of television’s early years, there wi
of pretty young things even then. There was photographer Bob
who chose his dates from a bevy of beautiful models on “The Bi
mings Show.” In fact Bob referred to his workplace as “the h
equally successful ladies’ man was “Bachelor Father,” a Hollyw
ney who squired a succession of glamorous starlets. "The sexies
of the period was probably Edie Hart, the sultry jazz w.Ema.ﬁ
where Peter Gunn used to hang out. .
A major infusion of young beauties was provided by. ¢
action adventure shows pioneered by “77 Sunset Strip.” No

was:nothing compared to the cheesecake boom that began
970s and has yet to abate. In addition to outright “jiggle
harlic’s Angels” and “Three’s Company,” the ogle quotient
oard: There were sexy sitcoms like “The Love Boat” and
et nomﬁ: dramas like “Fantasy Island,” and rural
e ...m._.o.mmm like “B.J. and the Bear” and “The Dukes of [az-
provided their 1"l Abner heroes with plenty of Daisie
. wmo”m this pattern began to change as the nighttime soaps
ure of middle-aged sexpots. In addition to the requisite
e Amn@.soﬁ s0 sweet) young things, viewers could choose
/ .m_Ha.. nd even fiftyish sex symbols as Alexis and Krystle of
ble ﬂo.:@. of “The Colbys,” and Valene and Abby Ewing
Kenzie of “Knots Landing.” Even in its so-called decade
womnan, television wasnt about to give up on women as sex
.oc.ﬁ.&..m. way to stretch the age limit.
1 television behave as sexual creatures in more overt and
le'ways as well. Take TV's answer to Freud’s famous
..Qn women want? By a mirgin of 32 to 18 percent,
.rw&% than men to act out of a desire for S€X, romance,
On the other hand, men are more likely to be motivated by
1 ideological principles. Here the margin is nearly
0-7-percent. Thus, televisions dichotomy between the

¢ .ﬁrm_&m influences men and women’s behavior as well
inds.

plit-is evident from the methods characters use to get
nt. gm.m are over twice as likely as women to rely on their
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authority and on violent means, while women are twice as li

n'is by no means confined to comedy. Consider that hardy
fool for love, which popped up on a very serious “Playhouse
In this 1956 story, the widow of a shipping magnate takes a
£ mﬁ ‘ships she now controls. Also on board is a Latin
:.Eobma\ being extradited for trial. The woman falls in
m n_..QHom to convince the captain to release him before they
efuses, on principle, even after she offers to give him title
en; as his boss, she orders him to release the rebel. Again

depend on the help of “champions” and seven times as likely t
appeal or romantic charm. As usual, there has been little change in
sex-typed ends and means over the years. So while men tend to

either force or forcefulness, women depend on romantic &5&5
kindness of strangers. C
The games women play have changed somewhat ove:
Flibbertigibbets like “Petticoat Junction”s Bradley sisters‘an
manhunters like the girls in the office on “Private Secretary” h
given way to cool independent singles like Christine Cagney
McArdle. But the name of the game is still the same—to cate
a man, whether as a long-term provider or (lately) a onnlamrw

mm._am. the motives of marriage and romance have been
.&uﬁ.ﬁmﬁ& forms of desire. Sometimes this is sanctioned
ﬂ.ob.m Thus, one episode of “Eight is Enough” avails itself
estnut; the husband and wife whose kids never let them,

m o.?ngmm?om Tom and Abby Bradford employ various
o clichéd to recount in order to get rid of the children.
.vw.....m.wﬂm and acts seductively to keep her husband’s inter-
as, they never do find the opportunity to be alone together.

wm...n e mmm:_% hour time slot.

nosm:mﬁﬁm have ever hampered the intrepid Christine
. ?ﬁoB_Nmm television’s portrayal of the sexually active single
1982 episode we coded, Chris is attracted to 2 defense
mmﬂbm_ She grows increasingly disappointed and troubled,
n he fails to make a pass at her. Finally, after dinner at her
ic takes the bull by the horns. She tells him, “by now we
.ﬁdmm ..w.ran more familiar.” Reminding him that his park-
valid only until 6:00 A.M., she hands him the keys and asks,

't 8..3&8 up that early, mo we?” It térns out that her friend
Tmagine Cagney’s surprise the next morning, though,

ds oﬁ the fellow was having qualms because he’s married.

OU just can’t win.

single woman on the prowl for a husband is a sitcom nm_..ﬁ.ma e
back to Eve Arden’s high school English teacher in “Our gww
forever frustrated in her efforts to land the shy biology teacher

ton. Other representatives of the genre range from comedy w
Rogers on “The Dick Van Dyke Show” to Mary Richards’ fr
Morganstern. In fact, when wedding bells finally rang for Rho

own spin-off series, the husband-hunting activity shifted to h
sister Brenda, in a kind of Rhoda redux role.
Another perennial theme concerns the complications ﬁrmn

women'’s fickleness, jealousies, or romantic strivings. A Q?nm,_,. v
comes from “I Dream of Jeannie.” The title character is a gent
remarkably well preserved for her two thousand years, who de
crush on Tony Nelson, the astronaut who finds her in a bottle..
segment we coded, Jeannie thinks Tony is cheating on her be

companion on 4 mission is a sergeant named Marion. She sh
their plane and causes pandemonium by using her magic power
the top-secret film he’s carrying. When Jeannie discovers that

a male, she changes the film back again. Jeannie was actually.
more successful husband hunters in TV history. In her mam.w.mn
made life so difficult for Tony’s fiancee Melissa that the poor w

appeared from the series. Then, after four years of being chased b women are not only more likely to want romance, they are also

ous genie, Tony finally let himself be caught. sex to get what they want. Given the constraints of
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: .omﬁmoﬂm some more heavy-duty flirting with Rob, Laura tells
on ¢ Joan to scare her off, “but don’t, under any circumstances,
66" in effect declares her intentions by walking in on her rcmgs..& et Ro .. . fortunately does just that, and Joun agrees to run off to
) Om course, she first calls her boyfriend, Ernie, to inform
t change of plan. Ernie arrives and slugs Rob, to Joan's
- redl motive was to win Ernie’s devotion by making him
an gets Ernie, Laura gets Rob back, and Rob gets a shiner
appreciation of the sexual wiles of women.

what oblique fashion. Back in 1960, an attractive young wife on “Rq

ness meeting while wearing only a swimsuit. She wants Buzz to t4
away from all this, but her method of enlisting him is made cléar fess
the dialogue than from a sultry saxophone playing on the sou
These days the pitch is likely to be more direct. In a 1979 epis

“Alice,” the lusty waitress Flo gets the show business bug. She decid
network in time-honored fashion by getting to know a country si;
meets as a guest on the “The Dinah Shore Show.” She tells him
is a matchbook from Peppy Siesta’s Motor Court. Call that nuith
you won't be ‘Lonesome Larry’ no more.” :

FROM “MAMA” To MAUDE

atment of women is more than the sum of its individ-
t i also reflected in story themes and plot lines that deal
ole in ‘American society. Our study detected fifty-four
scripts address issues of women's rights or equality between
Despite all the sex-role stereotyping of female characters, most
ise such issues have come out foursquare for women’s rights:
ort feminist arguments, while only 7 percent reject them,
aking no position. There was also a clear shift over time.
22 .@mﬂnma of the episodes coded rejected the feminist posi-
after.riot 4 single episode derided notions of sexual equality.
1¢ most common theme is that women’s abilities should not
a They can accomplish as much as males if given a fair
isode of “Eight is Enough” raised this point in the con-
amping trip. The men of the family, Tom Bradford and his
an to go off alone without the wormen. But his wife and four
-wind ‘of this plan and protest their exclusion. They insist they
own in the wilds and argue that the men are being insensitive,
A Hrm argument, and the whole family goes together.
ten this theme comes up in the context of women’s work
lthough job opportunities for female characters were quite
.E.E-Guom, this theme has recurred in various program
out television's history. The earliest version we observed
segment of Loretta Young’s dramatic anthology. In this

The most proficient practitioners of sexual promises are:the
detectives and secret agents who routinely use their charms to lead:
guys on to their doom. Charlie’s angels made this approach to
ing into something of an art form, but it goes back at least to o
the female James Bond who lasted one season in the mid-19¢
the shows in our study, a typical femme fatale was a U.S. agent
named Melanie. She flirts and teases her way into the villain's lair;
out seductively in his bedroom, fends him off “since things might
hand,” and emerges with both the top-secret microfilm and het
Apparently this stratagem is unlikely to grow stale with overy
episode of “Buck Rogers,” a glamorous agent of the Earth Defen
torate lures a crime syndicate boss to her room, where she gets'th
him. Television writers are apparently confident that bad guys will
ers for a sexy come-on at least until the twenty-fifth century.

Rounding out this portrait of woman as the more sexia
gender are those characters for whom sex serves as both ends an
both what they want and how they try to get it. One example wilt
drawn from a “Dick Van Dyke Show” episode we sampled. The
in question {and her character is in question throughout) is a you
named joan. When scriptwriters Rob and Buddy decide to pu
Allen Brady show, she kisses Rob and tells him that she loves -
rally, Rob’s wife Laura walks in at this point, and the plot i
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episode Miss Young plays a young woman struggling to meet i¢ this motif up to date was a recent episode of “Hardcastle
gage payment on her small farm. The bank officers Ea._mw . n which w..%ocbm female clerk at the police department
trusting a woman to run a farm alone, but she nﬁm {1l : d .no.@..w operation that has run amok. She falls for
granting an extension on her loan. When the loan finallyc : helping her uncover the scheme, but she nonetheless
many travails, it appears at first that she can’t come up witk edt her s ‘an equal. A leitmotif of the script concerns
The bank president opines that they shouldn't trust“young d efforts to leave her behind and relegate her to unim-

such responsibilities, The woman demurs and, in H.m.m . ma...mman while he goes off to fight the bad guys.

Throughout, the struggle of a small farmer is also presente pts for equality over chivalry. She insists on being

struggle to prove her worth against male skepticism. | provesa useful partner to the intrepid detective.
A decade later virtually the same theme was played o . depiction of women as the weaker sex in man

setting on “The Road West” When a small-town momnoH.. as also presented object lessons of women ﬁSﬁS%

ter tries to fill in for him. Early in the show she is mo.a.n m_ equals through pluck and determination. The clear Hmw

pendence is underscored by an encounter with a mﬁBw _ Huo.n @SB@F a 1965 segment of “Chrysler The-
farmer is a brute who orders his terrified wife to do his-biddi etly possessive husband in the old West. At one
trast of this wretched cowering woman with the self- | 15 wife of planning to leave him for a rival named Pax-
could hardly be more obvious. thein both. She asks, “Do you think I'm some

About the same time, “The Jean Arthur mroé ap os.nm.D. kill'a'man for?” He responds, “Yes, I do [kiss-

touch to the notion that a woman can more than hold her .wmwmmo.s.mﬁn Kisses] T own. .. If you turn my prop-

..H..:mm.mroomﬁm to get it back.” Angered, his
is the best defense attorney in town. In the m?momm w i hi .E& leaves. ﬁmﬂﬁ Tm reatizes that she reall
she is asked to teach manners and sophistication to a:m Y

will be able to find a good woman. Of course, her pro

world. The star plays Patricia Marshall, a vivacious i

and is about to pop the question when she is calle . ﬁm.mo.u his wife.

moving case. Her breakneck pace quickly proves ‘too m Last Side, West Side” gave a Freudian twist to

. . blem is a father’s domination of his daugh-
Patricia is still going strong. Eventually Patricia cxplair er cloistered from the ocﬁm_mm world and especial-

his company but can't give up her freedom and: fa mm mwmo tries to Wnﬂu her mimu\ from the mvoém
become his wife. They agree that she needs to remat YAIsts;

man to handle, and the pupil is ready to drop fro

active life without apron strings attached. Quite a tr ght to make decisions for “his kid.” A social work-
is kid or his maid. But the program’s main

5 w.vo...rmmm of the welfare agency. She accuses

son, when “That Girl”s dizzy young actress Ann Ma
TV sitcom’s idea of a working woman.

138 139




PRIME TIME From Lucy to Lacey

moﬁ only high-profile feminist-oriented shows that began
te activist forms of women’s liberation. But the less social-
mWoﬁa tended to have things both ways, first taking pot-
” and then piously putting down the traditionalists, An
16 m.oﬂ “The Jimmy Stewart Show,” a short-lived early sev-
m wnm\ncﬁsm the star as James Howard, an avuncular anthro-
r:In one scene we learn that James wife Martha has
.mn_oﬂmﬂ.mmmém.awmm and civic action organization with the
G,” for Women’s Action Group. James cracks that it real-

him of a vision of life in which “boys are hoods and grabbers whi
what they can. . . .You are the father of a child who stopped being’
and becare a woman. That is what is shining in your eyes, not ¢
of law and order.”

TIn the 1970s television began to supplement these mgnn& &4
sions of support for women’s rights with more contemporary ther
leader in this area was Norman Lear’s “Maude.” Many of the plc
this series revolved around Maude Findlay’s frequently comicbu
serious efforts to assert both her own independence and the right
modern women. In one episode in our sample, Maude wm.m.
1975 bicentennial celebration. She decides that its theme she
famous women in history. Her husband Walter and nwn@o .
involved disagree; they’re afraid no one will come. Maude co .
considerable pressure to change her mind, and she wavers bricf}
she remembers what the show is all about. In her own words
was supposed to inspire women to strive and struggle for ﬁﬁwm
life.” Taking heart from her own principles, she decides to st
“The whole point of the show is not quitting but perseverin
rights.” Impressed, her husband rallies to her side, and th

Q.Hm.ﬂ..ﬁ@ﬁb% Gentlemen. Their young son complains
ways having meetings and causing trouble,” and James
d of like Congress in skirts.” Martha has the last word,
explais :m that “we WAG women are trying to make this man-
better place.” ‘The show clearly endorses this unexception-
ment; mumnn_u% having its chauvinism and berating it too.

cade earlier the script might well have denied Martha
m,oh.a&nSmED has not always applauded such sentiments.
oin .Q.dnm from the aptly titled 1950s mmﬁnog “My Favorite

_m mnmﬁmmvgno& wife. In one episode Liz, a &%Hn& sub-

huge success.
ife; monaom 998 must be more to rwm than just noow:.@

Less well remembered but no less in the forefront of mnB 1
ing was the 1973 sitcom “Adam’s Rib,” named after the ,H,E_.nm?..
film about dueling husband-and-wife lawyers. Half the &ao
were women, and many of the scripts tackled women's rights the
the episode in our study, defense attorney Amanda Bonner bec
raged at the legal double standard that subjects women Awaﬂ.....w.oﬁ )
arrest for sexual solicitation. To prove her point, she goes't
deliberately gets herself arrested for picking up an undercove
out there. She explains to her district attorney husband (and'thea
that she did it to show up the legal system’s hypocrisy, since
mentioned money nor promised any sexual activity. Her husban
her defense and, in court, says the case will show how wome
rights that men enjoy. Eventually the charges against her ar
and, to drive the point home, the arresting officer is reprimand

miuch success, George bumbles maocbm at home trying
household chores. Finally George begs her to come
ﬁwﬁm her he has no right to ask her to give up her new
,M stifled you into Uﬂnm a mmmzm&\ maid.” If this mwoé

£ : mm script, she replies, “Well, then, that is s&mﬂ being a
i QnoHMn I accepted those terms when I married you.
) 8 ask me to come home. . . .I'd rather be your wife
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mE\ the pressure to succeed in male fields drove her to
ofiary tale, indeed, and not one you would be likely to see

than anyone else on earth.” Liz returns home with renewed de
to her role as a happy homemaker. .

A few years later, the question of appropriate sex roles was
in quite different fashion on “Ensign O"Toole,” a typical serv B
dy set aboard a destroyer. In this episode an attractive chﬂmb 3 “Two FACES OF EvE
na named Anya defects by swimming out to the ship and:req v
asylum. When the ship is ordered to bring her to the United §
demands to be treated as an equal and sets about scrubbing
decks, and taking KP duty. Then O'Toole convinces the ship

tive officer that it’s a mistake to treat her as “one of the men:” H

ass osﬂ that m can ﬂnz both mnawb.wmﬁ and traditionalist

that her desire for equal treatment “stems from Russian ﬁrwﬁ.ﬁ.
don’t want her to arrive on the shores of America proud of he
as a man. . . . We want her to arrive proud of our Qmmﬁzmuﬂo
woman.” The change in treatment is a success, and Anya’
tenish and seductive or, as an officer puts it, “a beautiful tes
freedom.” The only problem arises when she’s scheduled to ho
conference on arrival. She refuses to come out because s
have a thing to wear.

This show is interesting for the way it turns a feminist
its head. Its premise is that sex roles are indeed socially det
traditional roles are the American way. The desire for equal
contrast, is the product of communist indoctrination! Th
“Ninotchka,” without the Lubitsch touch—inside every fem
sar lurks an afl-American desire for silk stockings.

‘To round out these examples of the way we were,
1963 “Ben Casey” segment presents a modern career wom:
is treating a young female lawyer (incidentally, the earliest fem
to appear in our study). An unpleasant and embittered per:
on an alcoholic binge and tried to kill herself. Later she Te
son behind her unhappiness and self-destructive behavior

ése traits have been mogambﬁm& _uﬁnon During the
begant to study the traits of television’s fernale characters.
e very similar to ours, although the measures are some-
results were summarized in a 1982 National Institute
1 report: - Men greatly outnumber women; they are older

died when she was a child, and her father, a prominen
make her into his ersatz son. He forced her to compete fir st
then in the law. Once, she tells the earnest Dr. Casey, sh bou
and tried to hide it. But her single-minded father found
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PRIME TIME From Lucy to Lacey

CBS executives decided the show was “too harshly
too'tough, too hard, and not feminine.” An unnamed net-
Id TV Griide that “The American public doesnt respond to
¢ fighters. ...\ We perceived them as dykes.”” As a result,
st s;mgm softer, more “feminine” actress in the part,

and hold higher prestige jobs; they are more authoritative and re
public realm of politics and work, while women occupy the pr.
home and family.® Our study traces these characteristics back to
years of television and shows how slowly they have changed.
At the same time, our study reveals a longstanding
between the portrayals of individual characters and the thent emained socially and sexually “liberated.”
: e mid-1980s featured a breakthrough in depicting
professionally competent women. The watershed year
ch saw thefirst screenings of “Cagney & Lacey,” “Kate &

by the scripts. This thematic analysis is a critical compon:
to understand television’s worldview, because programs aré
sum of their characters. The plots and scripts present ‘contlic

options, and drive home morals that create a framework: nsbury ‘as a mystery writer detective in “Murder, She

the characters. The demographics and behavior of female ch male ¢opteam in “Hunter,” and two popular series that

umportant to know, but no less so than the overt messages ~~homemaker-breadwinner roles—*“Who’s The
proffers about the proper place of women in society. .

. n T.B.mn Another change has been the introduc-
Thus, the theme of women’s rights has always been

1ddy” shows Tike “Cagney,” “Kate,” “Golden Girls,” and
According to CBS executive Harvey Shepherd,
oincidental about the trend. Traditionally, if you used
ent .w..&mm.... . they had to be in nonthreatening roles. But

prime time, and characters who deride women’s abilities ar
ably shot down by the script. This facet of the study fails
inist critics who charge television with nothing less than
annihilation” of women.6 "The overall picture is more ambi sociological change going on. .. . There is a growing accep-
erated role of women. OE schedule reflects that.”®

“this shift is audience demographics. The networks’
inig more heavily female, as males are drained off by the
sex and iviolent action programming available on cable
mass entertainment. ‘The writers and producers we' sur ,womien are most likely to purchase many of the prod-
themselves as progressive on feminist issues, but they are hax

television says about women in general is often quite diffe
it shows about particular women. .
This discrepancy probably reflects the EaS.BEm

between social conscience and commercial incentive &

etics and household goods, that are advertised heavily on
ut pressure for change is coming from the supply

For example, they overwhelmingly believe feminists should
] lemand side. The new shows reflect the personal per-

influence and reject the notion that a womarn’s place is
most also reject preferential hiring treatment for women sogial commitments of the mnmﬁ mnmmumao: of successtul
virtually all are male, their shows may reflect a discrepancy b :
conscious “ideological” sentiments and the cbmcomaon.. ¢ . mrmw (“My Sister Sam,” “Foley Square,” “Murphy
that shape their female characters. . Hooﬂ_éoﬁwuﬂvoﬁmmos (“Designing Women”), and

Finally, the success of a series depends on its appeal to “Golden Girls,” “Empty Nest”). Among their
which tend toward the traditional almost by definition. T drama’ are Barbara Corday (“Cagney & Lacey”), Terry
Lacey” began as an avowedly feminist show that concentrate A. “Law,” “Hooperman”) and Esther Shapiro

down stereotypes as the heroines broke up crime rings. B s nbm Room”).
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All these women received their first major writing or.
credits in the past ten years, most within the past five. Each cre
developed concepts for female-centered shows that have be 1
audiences and critics. Their shows have featured strong-willed:
tongued professionally successful women, who often funct
wider circle of female “types.” A common device 1s to oon.ﬁ.mmﬁ
erhouse character with traditional foils like a mnmﬁﬁoawummnm.m..
kitten, or a June Cleaver-style mother figure. The strong charac
times serves 4s a mentor or role model for the others. :

Like many contemporary TV characters, the tube’s libera
share a tentative, ambivalent view of life. They want a “relation;
only on terms they can live with. They want family mom_..vn_
the commitment and bother, or the effect on their self-imag
career success, but wonder about the cost to their mﬂ.mou.m.m de
Characters like hard-driving Murphy Brown reflect Diane:
perspective on the changing social persona of women: “Nice
out. TV’s new women aren’t trying to Eommm other people.
afraid of what people think of you is in.” Similarly, comei
Arnold so resisted what she considered stereotypical mmwanﬁm
acter in “Roseanne” that she forced the departure of the shi
executive producer.1 ;

As television enters the 1990s, Ben Stein writes; "A
studded with manly men and shrinking women is now
strong, aggressive women—women who kill, women b
men, and women without men.”11 Yet Stein’s description i
equal parts wit and hyperbole. The change is ﬁbmgw&u__ﬁ b
place against a backdrop of traditional mothers,: sex: sy
unthreatening comediennes. Women’s place in televisi
going a decisive shift at the hands of Hollywood’s newly-¢mpo
inists. But, despite the more rapid change in recent yeats, tele
trayal of women has long included some progressive flourishe
out against a more traditional landscape. e

This mixed bag reflects the conflicting tendencies
scripts and storylines. The fantasy world of prime time 1

mﬁo_.moa.\.w.nm and assumptions they inadvertently project onto
ons. Putitall together and you get a curiously ambivalent view
a4 cnm.mnoﬁ Alice to Allie, from Edith to Maude, from Lucy

: sm to .n&nﬁmhopv woman is man’s equal, but women are
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