FALLEN WOMEN IN REALITY TV
A pornography of emotion
Rachel E. Dubrofsky
The  display  of  emotional  women  is  a  hallmark  of  many  reality  shows.  Through  the  analysis  of  a
woman in the reality TV show
The Bachelor
, who is originally presented as an attractive romantic
prospect,  but  ultimately  revealed  as  frighteningly  over-emotional,  the  article  suggests  that  this
emotional  display  is  akin  to  the  “money  shot”  in  film  pornography  (shot  of  the  man  ejaculating).
The   argument   draws   on   feminist   scholarship   in   pornography   studies   to   illustrate   how   the
representation    of    women’s    emotions—of    female    bodies    unable    to    contain    intense    bodily
responses—provides  the  climactic  moments  of  a  story  about  women  who  fail  at  love.  The  work
examines  what  is  at  stake  in  this  process,  asking:  what  is  the  threat  posed  by  emotional  women
and  how  is  this  threat  situated  in  a  genre  that  claims  access  to  the  “real”?
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Introduction
The display of women, emotional women in particular, is ubiquitous in the reality TV
(RTV)  genre.  Indeed,  women  figure  centrally  in  the  RTV  genre,  especially  in  shows  about
romance.
The  Bachelor
series,  the  focus  of  this  article,  presents  a  popular  contemporary
scenario about women in the United States: the struggle to “have it all” in a “ticking clock”
narrative,  that  is,  a  woman’s  desire  for  career  and  family  before  she  is  “too  old”  to  bear
children  and  before  all  the  “good”  men  are  taken.  But  not  all  women  are  fit  to  beat  the
clock.  This  article  examines  how
The  Bachelor
frames  the  emotional  behavior  of  some
women as excessive, and therefore dangerous and threatening, barring them from “having
it all.”
I structure my argument within the framework of a single series in order to develop a
focused  analysis.  I  examine  the  characterization  of  one  woman  over  time,  Christi  from
season  two,  analyzing  how  her  emotional  behavior  is  constructed.  While  the  display  of
excessively emotional women is apparent in much popular media and in other RTV shows,
I  chose  to  focus  on
The  Bachelor
because  it  is  among  the  most  successful  and  longest
running  RTV  series  and it  centers  on  romantic  relationships, with  an  explicit  emphasis on
feelings and emotions. The article asks a number of questions: what is the threat posed by
excessively emotional women? How is this threat situated in a genre that claims access to
the “real”? What role does surveillance play in this set-up?
Feminist  Media  Studies,  Vol.  9,  No.  3,  2009
ISSN 1468-0777 print/ISSN 1471-5902 online/09/030353-368
q
2009 Taylor & Francis
DOI: 10.1080/14680770903068324
Downloaded By: [Dubrofsky, Rachel] At: 04:27 4 September 2009
The Bachelor
First aired in March 2002,
The Bachelor
is one of the earliest RTV shows about romance,
and  the  most  enduring.  Since  March  2002,  ABC  has  aired  an  average  of  two  seasons  of
The  Bachelor
per year, for an astonishing total of twelve seasons with a thirteenth season
recently completed at the time of this writing. The show also engendered five seasons of a
spinoff,
The  Bachelorette
.
The  Bachelor
is  a  consistent  ratings  contender.  Earning  phenomenal  ratings  its  first
season (Collins 2002, p. 1;
TV Guide
2002, p. 36), and it pulled in an average “11.3 million to
16.7 million viewers” (Oldenburg 2004) in the first five seasons.
Forbes
online declared the
series  one  of  the  top  five  most  profitable  US  RTV  shows,  with  a  network  profit  of  $38.2
million   for   the   fourth   season   (charging   $231,400   per   thirty-second   advertising   spot)
(Patsuris  2004).  Viewership  declined  from  an  average  of  11.2  million  to  an  average  of
7.9 million for the fifth, sixth and seventh seasons, but increased to 9.3 million for season
eight (Azote 2006). While an average of only 8.06 million viewers tuned in for the first five
episodes  of  season  nine,  ABC  nonetheless  renewed  the  show  for  a  tenth  season  (Rogers
2006). The finale for season ten was one of the most watched in the series, with 12.7 million
viewers (Rocchio & Rogers 2007). The finale for season eleven won over 11.2 million viewers,
and the “After the Final Rose Special” did even better with 12.3 million viewers (Levin 2007,
p. 3D). Despite a drop in viewership for season twelve, with only 8.5 million viewers for the
finale (de Moraes 2008, p. C01), the show was renewed for a thirteenth season.
The Bachelor
is a reliable and stable part of ABC’s primetime lineup (Azote 2006).
The Action
Each season generally runs for eight weeks during which a man (a different one each
season) spends his time dating twenty-five eligible women to find one to be his bride. The
action revolves around the man going on dates with the women (some one-on-one dates
and some group dates). Each week, at an elimination ceremony called the “rose ceremony,”
the man sends home the women he no longer wants to date and gives a rose to the women
he  would like to continue seeing.  At the first  few rose ceremonies the man sends several
women  home,  and when  the  group  has been  whittled  down  to  four,  he  eliminates them
one at a time until he selects his final woman.
Each season usually includes two specials. “The Women Tell All” special airs before the
finale.  In  this  special  the  eliminated  women  talk  about  their  experiences  on  the  show.
1
When this special airs, we do not yet know whom the bachelor has chosen. The “After the
Final Rose” special airs after the finale.
2
In this special the couple is reunited.
Creating the Real
I  use  the  term  “RTV”  to  mean  the  filming  of  real  people  over  time  with  the  aim  of
developing  a  narrative  about  their  activities  segmented  into  serial  episodes.  The  term
designates  shows  that  are  unscripted,  though  most  have  a specific  structure.  My  analysis
assumes that what occurs on a RTV show is a constructed fiction, like the action on scripted
shows, with the twist that real people create the fiction of the series. I understand the term
“RTV” to suggest that the shows are based on access to “reality” (footage of real situations)
without  suggesting that  they
are
“reality.”  Implicit  is the  assumption  that  the narrative  in
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the  show  is  created  by  TV  workers  and  that  often  only  a  tiny  percentage  of  the  footage
actually  shot  appears  in  the  final  edited  version.  I  use  the  term  “RTV  romance”  for  shows
that  follow  the  development  of  a  romantic  relationship  over  a  period  of  time;  this  can
involve dating, becoming engaged, getting married or other types of romantic liaisons.
In  this  article,  “reality”  is  assumed  to  be  contextually  based,  contingent  on  a  given
context.  I  am  not  advocating  for  an  essential  “real”  that  can  be  accessed,  but  rather
suggesting that there are versions of reality based on the logic arising from a given context.
I do not use quotation marks around the word “real” or “reality” from this point forward, but
the terms should nonetheless be understood as contextually contingent and unstable.
The Money Shot
Though the explicit aim of
The Bachelor
is to unite two people in matrimony, none of
the  final  couples  have  married  and  only  one  remains  together  at  the  time  of  this  writing
(Byron  and  Mary  from  season  six).  The  action  of  the  series  is  propelled  by  a  drawn-out
process of eliminating women until one remains, with the narrative focus on how and why
women are
not
selected by the bachelor: the story is about failed love. Women who prove
unsuitable for the bachelor are given the most screen time, especially if their unsuitability
can  be  shown  in  a  spectacular  fashion.  The  common
modus  operandi
for  showing  the
women’s  unsuitability  is  to  first  show  them  as  ideal  matches  for  the  bachelor,  and  then
show  how  they  lose  this  status.  An  ideal  woman  is  characterized  by  an  absence:  she  has
little personality, and is generally unremarkable except for the fact that the bachelor likes
her.  When  a  woman  becomes  remarkable—and  therefore  the  center  of  a  storyline—this
usually signifies she will soon be eliminated.
Most   women   occupy   the   center   of   a   storyline   because   they   are   excessively
emotional.   A   key   way
The   Bachelor
shows   the   women   as   excessively   emotional   is
through  a  “money  shot,”  a  term  borrowed  from  film  pornography.  This  shot  shows  a
woman’s  emotions  as  spectacular  and  excessive,  signaling  that  she  is  unable  to  control
herself  and  therefore  unfit  for  love.  In  a  single  season,
The   Bachelor
uses  the  “money
shot”   for   key   moments   over   several   episodes.   At   least   one   woman   in   every   season
provides  “money  shots.”  This  woman  becomes  the  center  of  the  narrative  for  several
episodes  until  her  elimination.
Scholars  studying  film  pornography  use  the  term  “money  shot”  to  describe  the
culminating  moment  in  a  pornographic  film  where  the  ejaculating  penis  occupies  center
stage (McClintock 1993; Williams 1993). An important aspect of this shot is that the rest of
the action builds up to this moment, and the shot is an anticipated spectacular display of
uncontrolled bodily comportment. Film pornography scholars also look at the implications
of this shot in centering male desire and eliding female desire (McClintock 1993; Williams
1993).  Television  scholar  Grindstaff  (2002)  provides  a  contemporary  use  of  the  term  to
describe the culminating moment on daytime talk shows when guests reveal their secrets
in an emotional manner. I build on these uses of the term to examine the implications of the
display  of  women’s  emotions  as  excessive  for  the  climactic—and  narratively  central—
moments in
The  Bachelor
.
I turn to Grindstaff’s work on talk shows and the emotional displays of participants to
outline the framework  for  my use of  the term  “money shot.”  Laura Grindstaff  argues that
the
raison d’e
ˆ
tre
of the talk show is to produce in guests the “money shot,” a shot in which:
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Joy,  sorrow,  rage,  or  remorse  [are]  expressed  in  visible,  bodily  terms.  It  is  the  moment
when tears well up in a woman’s eyes and her voice catches in sadness and pain as she
describes  having  lost  her  child  to  a  preventable  disease;  when  a  man  tells  his  girlfriend
that he’s been sleeping with another woman and her jaw drops in rage and disbelief [
...
]
These   moments   have   become   the   hallmark   of   the   genre,   central   to   its   claim   to
authenticity  as  well  as  to  its  negative  reputation.  According  to  producers,  the  more
emotional and volatile the guests and audience members, the more “real” (and the more
“ordinary”) they are. (2002, pp. 19 – 20)
This  shot  verifies  the  authenticity  of  the  moment:  it  is  proof  that  guests  have  felt  real
emotion.  Grindstaff  distinguishes  between  a  “soft-core”  and  a  “hard-core”  “money  shot.”
The  “soft-core”  “money  shot”  is  confessional,  used  for  middle-class  white  women  on  talk
shows. This is also the type of women who provide it on
The  Bachelor
. This type of shot is
“feminine” and “based on heartache or joy rather than conflict and anger” (the basis for the
“hard-core” “money shot”) (Grindstaff 2002, pp. 26 – 27). The “soft-core” “money shot” is:
Like the orgasmic cum shot of pornographic films, the money shot of talk shows makes
visible the precise moment of letting go, of losing control, of surrendering to the body and
its  “animal”  emotions.  It  is  the  loss  of  the  “civilized”  self  that  occurs  when  the  body
transcends social and cultural control, revealing human behavior in its “raw” rather than its
“cooked form.” (Laura Grindstaff 2002, p. 20)
The “money shot” is not simply about expressing emotion: it is about expressing emotions
so overpowering they are beyond a person’s control, and about expressing them in a way
that is unexpected and breaks social norms.
On  the  series,  the  “money  shot”  is  for  women  who  originally  appear  as  viable
contenders for the bachelor’s affection. As I discuss elsewhere (Dubrofsky 2006; Dubrofsky
&  Hardy  2008),  women  of  color  on  the  series  are  never  cast  as  viable  romantic  partners
(unless they are “whitened”), and so they never display the “money shot.” It is worth noting
that  in  many  RTV  shows  it  has  become  commonplace  to  show  excessively  emotional—
usually  angry—African  American  women  providing  what  Grindstaff  calls  a  “hard-core”
“money shot.” This is not the case on
The  Bachelor
: the “money shot” is not only gendered
(for women), but also raced since it applies only to white women.
Women who provide the “money shot” are at first marked by the bachelor’s affection
for them: he is drawn to them, finds them attractive, and spends a lot of time with them.
However,  over  several  episodes,  the  series  shows  the  women  as  excessively  emotional
through the use of the “money shot,” disrobing them of their initial ideal demeanor to show
a  frightening  interior.  Generally,  this  display  of  excessive  emotion  is  accompanied  by  the
woman’s  expressed  desire  to  not  show  such  emotion:  the  emotions  surface  unwittingly.
The excessive emotions are also unexpected in light of how the woman has thus far been
presented: physically attractive, unremarkable in personality, appealing to the bachelor.
To be clear, the problem is not with women showing emotion—women must show
emotion  to  be  suitable  romantic  partners  for  the  bachelor—but  rather,  with  emotion
shown  to  be  excessive  and  beyond  a  woman’s  control.  Revelation  of  an  emotional  self  is
necessary on the series, but it is only framed as positive if what is revealed seems consistent
with the initial presentation of the woman and with how the series shows her wanting to
present   herself.   Consistency   is   important.   Nothing   new   should   be   revealed;   rather,
something   should   be   confirmed.   For   instance,   Deanna,   star   of   the   fourth   season   of
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The  Bachelorette
,  cries during  almost every  rose  ceremony.
3
This,  however, illustrates  that
she takes the process seriously and cares about the men, thus affirming that she is the right
woman for the job: someone whose heart is in the process and who does not take her role
lightly.  Similarly,  Trista,  star  of  the  first  season  of
The  Bachelorette
,  cries  often.  But  this
behavior is consistent with how the series constructs her wanting to present herself and it is
in line with the image the series has already constructed of her. For example, she cries on
the first episode after handing out the roses because she feels bad for the men eliminated.
This  demonstrates  that  she  is  compassionate  and  takes  her  task  seriously.  She  also  cries
right before the rose ceremony in which she has to eliminate one of the final four men. Here
she appears not only overwhelmed by the experience and the importance of her decision,
but also crying with joy at what lies ahead. And her eyes well up with tears when Ryan, the
man  she  eventually  chooses,  reads  her  one  of  his  poems,  confirming  to  us  that  she  has
strong  feelings  for  him.  In  essence,  Trista’s  crying  verifies  that  she  is  taking  the  process
seriously and that she is a compassionate woman who has deep feelings (is falling in love).
Her  emotions  are  not  excessive  and  she  does  not  want  to  contain  them.  They  do  not
emerge against her expressed intentions. In addition, her emotionality does not distract her
from  her  purpose:  finding  love.  In  essence,  displays  of  emotion  do  not  necessarily  reveal
something  unattractive  about  a  woman  on  the  series,  but  those  that  do  are  inevitably
excessive and beyond a woman’s control.
Grindstaff does not discuss the consequences of loss of control over one’s body in her
elaboration of the “money shot,” except to specify that it is at the center of the drama of the
talk show. On
The  Bachelor
, however, the loss of control is not only the dramatic center of
the series, it also has grave consequences for the person who provides the shot, signifying a
transgression of the participant’s initial image and of how she wants to present herself (the
loss   of   the  “civilized”  self   Grindstaff  refers   to).  The   transgression   violates  a   woman’s
intended (as the series constructs it) presentation of self. Most importantly, in
The Bachelor
,
unlike in the talk show, the “money shot” puts women at risk: they are always eliminated
shortly after providing the shot.
Christi,  from season  two  of
The  Bachelor
,  is  one  of  the most  extreme examples  of  a
woman  initially  cast  as  a  desirable  romantic  partner  who  comes  undone  through  the
display of several “money shots.” In response to the host’s question on the first episode of
the season about which girl really “knocked his socks off,” bachelor Aaron immediately says
“Christi.” But this good first impression is marred over the next three episodes. As the host
tells  us  in  the  season’s  “The  Women  Tell  All”  special,  “this  show  is  full  of  memorable
moments,  and  Christi  provided  a  lot  of  them”—memorable  because  Christi  unravels  in
spectacular fashion before our eyes.
In  the  second  episode,  at  the  beginning  of  a  group  date  with  five  women,  Aaron
seems  content  to  receive  Christi’s  affection;  we  see  them  talking  intimately,  their  arms
wrapped  around  each  other.  However,  halfway  through  the  date,  we  are  led  to  believe
something is amiss with Christi. Christi sits at a dinner table with some of the women. One
of  them, Anindita,  confronts Christi  about  Christi’s  dislike of  another  participant,  Suzanne
(not  present,  nor  is  the  bachelor).  Next  we  see  Christi  run  off  in  tears  as  Anindita  tries  to
explain that she is not trying to attack Christi. Angela, one of the women on the date, runs
after Christi. In a medium-shot we see Christi standing in the corner of a room, crying, and
Angela standing in front of her, back to the camera. Christi sobs and is barely able to speak.
The camera moves in for a close-up as Christi says, pointing to her heart, “I’m sensitive.” She
continues to sob loudly, her head moving up and down. Angela says to her, “no, I know.”
FALLEN WOMEN IN REALITY TV
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Christi puts her head in her hands, her sobs mounting as the camera zooms in for a closer
shot of her crying. Christi looks up from her hands at Angela and continues, still pointing to
her heart, “what people say about me makes me hurt.” Angela says, “It was just one person.”
Christi  interjects,  “It  hurts  my  feelings.  It  hurts  my  heart,”  continuing  to  sob.  Angela
responds, “Think about it. It’s one person. Nobody else is saying that.” Christi continues to
sob. Angela adds, “Don’t get upset. Really, take some deep breaths.” The camera pulls out
to a long shot as Christi says, this time barely audibly because of her sobs, “I just want to go
home.” Angela interjects, “You don’t want to go home. You have such a good feeling about
him. You don’t want to let one person ruin this for you.”
The actual content of the exchange between Angela and Christi is inconsequential to
the   overall   narrative   of   the   series,   but   the   visual   display   of   Christi’s   emotionality   is
absolutely central in situating her as excessively emotional, unable to control herself, and as
a disruptive presence. This is the first of several “money shots” Christi provides—she never
regains her original allure after this. What marks this as a “money shot” is Christi’s failure to
contain her emotions. Sobs rack her body and she is barely able to speak. She seems not in
control of her feelings, blurting out that she wants to give up on the entire process despite
earlier scenes where she attests to her strong desire to remain on the show. The suggestion
is that her emotions are so strong they make her behave in ways she might not otherwise.
Christi’s emotional outburst reveals a new side to her, an unsettling one, different from the
alluring woman to whom we were originally introduced. Indeed, the attractive woman who
“knocked” the bachelor’s “socks off” at the beginning has quickly transformed into a tearful,
emotional mess right before our eyes.
Film Pornography and Melodrama
The  claim  to  the  real  in  RTV  is  a  central  component  of  Christi’s  characterization  as
excessively emotional. An aspect of the “money shot” in RTV is that the audience is meant
to believe that what women display during these shots is real: emotions are felt so strongly
that they cannot be contained. Not even the fact that participants are under surveillance,
with  their  every  move  at  risk  of  being  broadcast  to  millions  of  people,  stops  them  from
expressing  their emotions: so real and overpowering are the emotions that they must  be
expressed.  Theory  on  scripted  TV  melodrama  and  film  pornography  help  outline  the
affiliation  RTV  has  with  the  real,  and  the  role  surveillance  plays  in  centering  women’s
emotions on the small screen.
While I do not wish to lodge my argument within a genre studies framework, I want
to list aspects of
The Bachelor
that fit the category of melodrama to situate the series as part
of a feminine genre that explores the emotions of women.
4
The  Bachelor
shares the same
audience as melodrama on TV, since it is about women, geared to a female audience and
has  romance  and  relationships  as  its  central  themes.  Joyrich’s  (1992)  essay  theorizing
women’s  emotionality on television is helpful in this regard. Although Joyrich discusses a
scripted TV genre, and I am interested in an unscripted genre, the meeting point between
the two is a concern with showing emotion on the small screen.
Aspects Joyrich lists as characteristic of melodrama highlight how much
The Bachelor
shares  with  the  genre:  (1)  music  often  orchestrates  emotion  (1992,  p.  229):  the  carousel
scene discussed below is a good example; (2) the rhythm of the series follows the emotional
experiences  of  participants  (1992,  p.  229):  the  narrative  in
The  Bachelor
centers  around
participants’ emotional displays; (3) melodrama makes good use of close-ups (1992, p. 234):
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The   Bachelor
relies  on  close-ups  of  women’s  tearful  and  emotional  faces;  (4)  intimate
gestures  are  central  (1992,  p.  234):  caressing,  kissing,  and  hugging  are  among  the  main
activities of participants in
The  Bachelor
; (5) much of the action centers on the dichotomy
between good and bad (1992, p. 231): in
The Bachelor
the “good” women vs. “bad” women
dynamic  is  key;  (6)  social  turmoil  is  placed  in  private,  emotional  terms  (1992,  p.  229):
problems  due  to  gender  inequalities  in
The   Bachelor
are  expressed  through  women’s
emotional responses to issues that arise in personal interactions with other participants; (7)
female subjectivity is privileged (1992, p. 240): the story is all about the women and their
(supposed)  perspective;  and  (8)  the  appeal  is  to  a  female  audience  (1992,  p.  240):  the
subject  of
The   Bachelor
—finding  a  romantic  partner—indicates  the  target  audience  is
women.
The formal elements of melodrama are important in explaining the ways in which
The
Bachelor
conveys  realness  of  emotion.  Joyrich  specifies  that  melodrama  strives  to  create
closeness through use of a language of gesture, what she calls “a prelinguistic system
...
[that]
...
aims beyond language to immediate understanding” (1992, p. 245). Melodrama
tries to make meaning visible, capture the indescribable through an emphasis on “gestures,
postures, frozen moments and expressions” (1992, p. 245). Joyrich argues that television is a
particularly good medium for melodrama as it focuses on facial expression through the use
of close-ups that show “what before only a lover or a mother ever saw” (1992, p. 245). The
result  is  that  TV  melodrama  denies  “complex  processes  of  signification”  (1992,  p.  245),
instead  collapsing  “representation  onto  the  real,  assuring  its  audience  of  firm  stakes  of
meaning” (1992, p. 245).
Not   only   does   melodrama   focus   on   the   personal   and   the   emotional,   this   is
formalistically  emphasized  by  visually  capturing  it  on  film.  Melodrama  conveys  reality
through the representation of visual cues that signal emotion has been felt. Further, proof
of  this  emotion  is  written  on  the  body  in  ways  that  can  be  read  visually  through  images
captured by the camera. We see a similar trend in
The Bachelor
’s attempt to show emotion
and realness of emotion. For instance, Christi’s “money shot,” described earlier, is signified
in bodily terms: the loss of emotional control is written on her body through her tears and
racking sobs.
While  scripted  melodrama  on  TV  shares  with  the  genres  of  RTV  the  desire  to  show
real  intimate  emotions  written  on  the  body,  there  is  an  important  difference  between
scripted melodrama on TV and RTV: RTV relies on the surveillance of real people doing real
things  to  display  emotion.  I  bring  film  pornography  into  the  discussion  at  this  juncture
because of its affiliation with the real (showing real sexual intercourse) and because of its
focus on displaying visible bodily responses, to help situate the importance of surveillance
in verifying the authenticity of emotions in
The  Bachelor
.
While   visualizing   emotions   on   camera   is   key   in   all   three   genres   (scripted   TV
melodrama, film pornography, and RTV), visualizing real bodies experiencing real emotions
caught on camera is particular to RTV and film pornography. RTV and film pornography are
caught up in what Williams calls the “frenzy of the visible” (1989, p. 194), that is, the desire
to   show   and   to   visibly   inscribe   onto   the   body   intense   bodily   responses.   Williams
emphasizes the importance of the visibility of real sexual acts in pornography in verifying
that pleasure, intense feeling, has been felt. It is worth quoting her at length:
In this first crisis—the crisis of the visibility of pleasure in a genre committed to showing
the spectacle of “it”—pornography seeks, through the deployment of what Foucault calls
FALLEN WOMEN IN REALITY TV
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the “scientia sexualis,” to confess the irrefutable, self-evident truths of sex. One goal of film
and  visual  pornography  thus  coincides  precisely  with  the  intensifying  goal  of  modern
Western  society’s  quest  for  the  knowledge  of  pleasure,  and  thus  one  goal  of  hard-core
heterosexual   pornography   is   perhaps   best   characterized   as   a   regime   of   the   visual
knowledge  of  pleasure.  This  aspect  of  the  genre  is  characterized  by  a
cine
 ́
ma   ve
 ́
rite
 ́
devotion to the revelation-confession of real bodies caught in the act of sexual pleasure—
in,  for  example,  the  “meat  shot.”  Here,  in  confirming  close-up,  is  irrefutable,  visible
evidence  of  penetration,  really  taking  place,  with  no  possible  faking.  Here,  also,  is  a
primary heterosexual reproductive “norm” of sexuality. (Linda Williams 1993, p. 241)
Film pornography and
The Bachelor
deploy what Williams, borrowing from Foucault, calls a
“scientia”   for   producing   “visual   knowledge”—in   pornography,   visual   knowledge   of
pleasure,  in
The   Bachelor
,  visual  knowledge  of  emotion.  The  “cine
 ́
ma  ve
 ́
rite
 ́
”  style,  as
Williams calls it, suggests that the display on film is of people experiencing real things.
Part  of  what  verifies  the  authenticity  of  participants  in
The  Bachelor
is  the  fact  that
they show their real selves despite being under surveillance (Andrejevic 2004; Couldry 2002;
Murray & Ouellette 2004; Tincknell & Raghuram 2002).
5
This mirrors part of what happens in
film pornography: actors are employed, not real people as in RTV, yet the (sexual) acts the
porn  actors  carry  out  are  real.
6
The  mise-en-sce
`
ne  in  the  scene  described  earlier,  for
example,  revels  in  Christi’s  emotionality:  the  camera  moves  closer  as  she  becomes  more
emotional,  and  the  audio  reveals  the  extent  of  her  sobbing.  It  is  a  sensational  and  lurid
portrayal  of  Christi’s  emotions  that  thrives  on  the  “frenzy  of  the  visible”  (Williams  1989,
p.  194).  In  both  film  pornography  and  RTV,  the  visual  knowledge  contains  a  sense  of  the
uncontrolled;  though  the  result  is  elicited  and  produced,  it  is  nonetheless  physiological
(crying, anger, having an orgasm) and beyond human control—irrefutable bodily evidence
of pleasure or emotion.
While  crying  (or  anger,  for  that  matter)  suggests  emotion,  it  does  not  necessarily
mean the emotion is connected to the act represented (some can cry at will, or participants
may be crying or angry about something other than what the narrative leads us to believe).
Analogously, while the cinematic image of penetration in pornography provides irrefutable
evidence that intercourse has taken place, it cannot prove that pleasure has been felt, nor
can visual signs of male ejaculation provide positive proof of pleasure (even men can “fake
it”),  only  proof  of  a  physiological  response  (that  may  be  decontextualized  through  the
editing  process).  The  image  is  always  marked  with  the  editing  and  production  process.
Nonetheless, in film pornography and
The Bachelor
, what is constructed is a sense of having
revealed an inner, private, previously hidden self—a naked self (literally in one instance). In
each case, we are given visual “proof” of a moment in which someone has become unable
to  control  him/herself,  when  bodily  desires  and  drives  overtake  rational  mental  control.
7
This is the essence of the “money shot.”
Christi Loses Control
Though  the  “money  shot”  in
The  Bachelor
often  includes  a  loss  of  control  of  the
body—sobbing, for instance—the key loss is over one’s presentation of self. As mentioned
earlier, it is the loss of control, under surveillance, that is key in producing the “money shot”
and  verifying  that  what  we  are  seeing  is  real.  The  fallen  women  in
The  Bachelor
often
comment on their desire to control themselves, and their inability to do so. Christi’s image is
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shot through and through with her failure to contain herself, made all the more poignant
by  her  expressed  desire  to  do  so.  A  scene  at  the  end  of  the  fateful  date  when  Christi
provides her first “money shot” (described above) illustrates this pattern. We see Christi and
Aaron outside as she says to him, in tears, “I was having such a great time
...
and I just don’t
want to be
that
girl
...
I’m not that girl.” In the next shot, as Christi and Aaron hug, Aaron
says in voice-over “We hugged for quite a while. Christi just kept holding on, and holding
on, and holding on.” Then, Christi whispers to Aaron, “I think you are incredible, and I don’t
feel that way very often.” They hug some more, and then they kiss, and Aaron says in voice-
over, “We kissed. She seemed to feel much better after that,” followed by a shot of Aaron
saying to the camera, “It eased the tension and made everything much more comfortable
for everyone.” The next shot is of Christi tearfully telling the camera “Yeah, I love Aaron. I
love that when he was holding me I couldn’t catch my breath. I don’t know. I’m reeling, and
I’m  scared.”  The  following  shot  is  of  Christi  and  Aaron  still  hugging.  Later  in  the  episode,
Aaron  tells  the  camera,  “Christi  surprised  me  in  Napa  Valley  when  she  became  very
emotional.” The series suggests that in this scene Aaron is simply trying to comfort Christi,
but  that  Christi’s  feelings  are  so  overwhelming  she  has  grown  unreasonably  attached  to
him—she just cannot let go! We are then given proof this is indeed the case (and not just
Aaron’s perspective), when Christi tearfully confesses to the camera that she loves Aaron so
much  she  is  frightened  and  cannot  breathe.  Her  emotional  responses  are  presented
as  beyond  her  control  and  inscribed  on  her  body  (her  eyes  are  teary,  she  is  having
trouble breathing).
The construction of Christi’s “out of control” nature relies on her awareness that her
behavior  is  causing  problems.  Her  comment  about  not  being  “
that
girl”  implies  she  is
conscious  that  she  needs  to  control  her  behavior  lest  she  become  “
that
girl.”  Yet,  the
images  of  her  continuing  to  behave  in  the  same  manner  after  making  this  statement
suggest her behavior, her emotional responses, are unwitting, that they happen despite her
desire   and   her   attempts   to   be   otherwise—despite   her   best   intentions.   As   well,   the
juxtapositioning of her awareness of her transgression with her inability to contain it is part
of the mechanism that constructs the “realness” of the emotions we are seeing: they are so
strong,  so  overpowering—and  therefore  so  real—that  Christi  cannot  control  them  even
though she wishes she could.
The series persists in showing Christi unable to stop her excessive emotional behavior
regardless of her expressed desire to do so: this behavior characterizes her. Right before the
rose ceremony at the end of the second episode, Christi says to Aaron, “I’m so sorry that on
the date I made it more emotionally charged.” For a short time, this apology seems to work;
Aaron offers Christi a rose at the ceremony. He tells the host, “Christi is still here cuz I was
very impressed with her the first time we met, and I wanted to give her a second chance.”
In other words, despite the fact that Christi has transgressed Aaron’s first impression of her
(and her own sense of herself), he is willing to give her another chance to prove she really is
the person he originally thought she was. However, in the very last scene of this episode, as
the  credits  roll, we  see  Christi  in  a medium  shot  that slowly  moves  into a close-up  of  her
face saying to another woman, “I’ve never had anyone sweep me off my feet like Aaron has.
I can love Aaron. Like, I could fall in love hard. I think I love him now. I think he’s a great guy.
I  love  him.”  And  in  Christi’s  last  plea  in  her  video  message  right  before  she  is  eliminated
(a short video message given to the bachelor before the rose ceremony), she is all too aware
of her transgression. She says: “I’m sorry for all the drama. If you trust in what we felt the first
night  and  give  me  a  chance,  I  think  we  could  be  great.”  Here  Christi  tries  to  reclaim  the
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image of herself from the first evening (when she was still an attractive prospect for Aaron),
asking Aaron to forget about the emotional self she subsequently displayed.
The  tension  between  who  Christi  says  she  wants  to  be  and  how  she  appears  is
troubling.  Add  to  this  the  visual  proof  of  Christi’s  inability  to  control  herself,  and  the
unraveling of Christi can be read in two ways: as an attempt to discredit Christi, to show her
as  unreliable  (she  says  she  wants  one  thing  but  she  acts  completely  differently);  or  as  an
invasive, aggressive action by the series, performed against Christi’s will (she does not want
this side of her to come out but the series shows it anyway). Ultimately, the revealing of the
excessively  emotional  side  of  Christi  works  to  justify  and  provide  a  rationale  for  her
elimination,  making  it  a  heroic  act  by  the  bachelor  to  restore  order  by  removing  an
unpredictable and potentially dangerous element from the show.
Phallic Economy
While   Grindstaff’s   use   of   the   term   “money   shot”   to   describe   a   moment   in
contemporary  television  is extremely  useful  for  my  analysis,  Grindstaff  does  not  take  into
account  the  phallic  economy  of  mainstream  heterosexual  pornography  from  which  it
emerges, or the merging of emotional displays with a pornographic style, aspects that are
important  in  understanding  the  purpose  of  the  shot  for  my  analysis.  I  again  turn  to
scholarship on film pornography to flesh out the importance of a phallic economy.
In  heterosexual  film  pornography,  the  “money  shot”  is  provided  only  by  the  male
body. It is the “cum-shot [
...
] called in the industry the ‘money shot’, because men are paid
more for the shot, and consumers get their ‘money’s worth’” (McClintock 1993, p. 124). The
shot is “devoted to revealing visible evidence of phallic power and potency” (Williams 1993,
p.  244).  The  “money  shot”  in
The  Bachelor
,  on  the  other  hand,  is  used  to  display  female
bodies losing control. As in Grindstaff’s work, the people I describe as “letting go,” “losing
control,”  “surrendering  to  the  body  and its  ‘animal’  emotions”  (Grindstaff  2002,  p.  20)  are
female. In film pornography, women’s bodies and the exploration of their inner sanctums
are  visually  central  until  the  “money  shot.”  Only  in  the  climactic  moment  of  the  “money
shot” does the penis take center stage (McClintock 1993, p. 123; Williams 1993, p. 242), and
a female body is almost always the backdrop for the shot or the surface upon which (face,
breasts, and so forth) it occurs. Women’s bodies are an essential part of the mechanism that
produces  the  “money  shot”:  the  shot  is  elicited  and  aroused  through  female  bodies.
Employing  the  term  “money  shot”  to  designate  how
The  Bachelor
uses  the  display  of
excessively emotional women situates the entire process within a phallic economy in which
male  power  and female  disempowerment  are  central.
8
The  “money  shot”  in
The  Bachelor
represents  a  transgression  in  which  the  display  and  exposure  of  a  woman’s  excessively
emotional self puts her at a disadvantage and promotes, supports, and bolsters male privilege
on the series. As well, my use of the term “money shot” locates the display of excessive female
emotions in
The Bachelor
as pornographic, that is, explicit and sensational with the intention
of arousing the viewer (arousing disgust and fear, however, not sexual desire).
The difference between the purpose of the “money shot” in the talk shows Grindstaff
discusses and in
The Bachelor
is worth investigating as it helps situate and specify the role of
this shot in
The Bachelor
. Once the “money shot” is given in
The Bachelor
, a woman becomes
“damaged goods.” This is not the case in the talk shows Grindstaff discusses. Here a woman
providing the “money shot” is the center of an episode and the shot does not necessarily
mark her negatively thereafter. The difference in the narrative purpose of the “money shot”
362
RACHEL E. DUBROFSKY
Downloaded By: [Dubrofsky, Rachel] At: 04:27 4 September 2009
on a talk show and on
The Bachelor
may be due to the difference in format (a talk show tells
a story in one episode,
The Bachelor
does so over several). Hence, the “money shot” propels
the  story  of  how  a  woman  fails  at  love  on
The  Bachelor
.  After  a woman  provides  her  first
“money  shot,”
The  Bachelor
shows  her  spiraling  out  of  control  (over  the  next  one  or  two
episodes), signaling her eventual demise from the show. By the time she is eliminated, we
have anticipated her fate. This set-up constructs the bachelor as a dupe for tolerating the
woman’s overemotional behavior for so long, but also ensures our sympathies are with him
when he does eliminate her. The bachelor generously invites the woman to stay despite her
behavior, and she adds insult to injury by  not subsequently rectifying her behavior when
given a second chance: she overstays her welcome and must now go. In contrast, on the
talk show the “money shot” is not only the center of the storyline (which unfolds in a single
episode), it
is
the story.
Christi: Danger Lurks Beneath
What is the danger posed by women who provide the “money shot”? In the case of
Christi, this is most tellingly revealed when Aaron says to the camera on the third episode
“I think that Christi kinda had a Fatal Attraction thing going on [a term borrowed from the
1987 film
Fatal  Attraction
]. She was telling the girls that she was in love with me. She was
very  emotional  in  Napa  Valley,  and  I  don’t  know  why.”  The  “fatal  attraction”  label  sheds
insight  into  the  danger  posed  by  women  like  Christi  who  provide  the  “money  shot.”
Christi’s  construction  as  the  “fatal  attraction”  girl  relies  on  her  initial  characterization  as  a
very attractive and appealing young woman, like Alex Forrest, the woman played by Glenn
Close who has a “fatal attraction” in the film with the same title. The bachelor is drawn to
Christi the first time he sees her, just as Dan Gallagher (Michael Douglas) in the film is drawn
to Close’s character. Aaron is soon repulsed, however, by Christi’s neediness, emotionality,
and affection, as is Douglas’s character by the same traits in Close’s character. The women’s
initial   attractiveness   to   the   men   seems   to   mark   their   later   behaviors   as   particularly
repugnant—repugnant  because  such  alluring  and  attractive  women  have  become  so
unattractive to them.
But the women are not simply unattractive and repugnant. They pose a threat to the
men. They are dangerous because of their irresistible appeal to the men, combined with the
fact  that they are ruled by their emotions  (which are excessive and cannot be contained)
and their intense feelings for the men. By using the “fatal attraction” label to characterize
Christi’s feelings for him, Aaron positions himself as the victim of a woman who is unstable,
not in control of herself, a woman who could harm him because she is ruled by excessive
emotions.  Close’s  character,  for  example,  kidnaps  the  Douglas  character’s  daughter  and
tries  to  kill  his  wife.  And  so,  who  knows  how  Christi  might  disrupt  Aaron’s  hopes  for
domestic  bliss if he does not get rid of her? The “fatal attraction” label ultimately renders
Christi  dispensable, and more  importantly,  implies she  must  be eliminated  to protect  the
bachelor, his hopes for the future, and the other women on the show.
The  characterization  of  Christi  as  having  a  “fatal  attraction”  runs  thick  through  the
season. In the shot right after Aaron says Christi has a “fatal attraction,” eerie carnival music
plays loudly (suggesting something is not quite right) and we see a long-shot of Aaron and
Christi sitting on colorful animal figures on a carousel, the creatures moving up and down
as the carousel turns round and round. The camera zeroes in on Christi in close-up as she
says to Aaron, “I feel like I just sorta got off on the wrong impression with the whole date”
FALLEN WOMEN IN REALITY TV
363
Downloaded By: [Dubrofsky, Rachel] At: 04:27 4 September 2009
(where she provides her first “money-shot”). We see a close-up of Aaron slumped over his
animal  as  it  moves  up  and  down,  not  saying  anything  and  looking  very  uncomfortable.
Then,  a  close-up  of  Christi  saying,  “what  Anindita  [the  woman  who  confronted  her]  was
saying  to  me,  I  felt  that  she  was  saying  that  I  was  like  a  horrible  person,  trying  to  cause
conflict.” Again, there is a close-up of Aaron looking very uncomfortable. Christi continues,
I’m not like that at all. I don’t ever want to be thought of as a person—because I’m not—
that doesn’t like people, you know. I want everyone to be comfortable when I’m around.
I want everyone to have fun when I’m around. And the thought that she was, you know,
had a problem with me, that bothered me. I’m not, like, I’m not an emotional freak!
He responds with “Yeah,” still appearing terribly uncomfortable. The next shot is of Christi
looking anxiously at Aaron.
Though Christi says she wants everyone to feel comfortable around her, the shots of
Aaron’s tense face and his monosyllabic answers suggest he is decidedly uncomfortable in
her  presence.  The  mise-en-sce
`
ne,  with  the  eerie  carnival  music  and  the  absurd-looking
animals moving up and down and round and round, implies that this is not a comfortable
environment and that there might be danger lurking just beneath the surface. In the next
scene,  we  have  confirmation  from  Christi  herself  that  something  is  amiss:  she  says  to  the
camera “What happened? What did I say? What did I do? I mean on the last date, I mean,
obviously, he and I kissed. We were holding hands. Today there was none of that, none.”
Once  again,  the  series  portrays  Christi  as  quite  aware  of  her  predicament,  aware  of  the
discomfort she caused, clearly wishing she could change the situation, wishing she was not
seen as “an emotional freak.”
There is a cruel irony to the situation: the more Christi speaks about what is going on,
the  more  she  confesses  her  feelings,  the  worse  she  appears.  Yet,  speaking  about  what  is
occurring  seems  the  only  course  of  action  at  her  disposal  to  show  she  is  not,  in  Aaron’s
words, a girl with a “fatal attraction.” The label sticks throughout the season nonetheless:
Christi mentions the label in “The Women Tell All” special, and Aaron uses it on the eighth
episode to describe Christi to his father. Even Christi’s attempts to remedy the situation are
cast  as  excessive,  reconfirming  that  she  really  is  out-of-control.  For  instance,  still  on  the
carousel, Christi says to Aaron, continuing the conversation cited above, “I knew that I had
to talk to you about what had happened, and I really would have rather just, like, been able
to forget all about it. But I knew I had to, but I think it still bothers you.” He says “Well you
know, a little bit.” She says “things have totally changed between us though, cuz then” at
which point  Aaron interjects with “yeah” and she continues, “I just  think things are weird
now. I just feel weird now.” Christi tells some of the other women after this exchange that
her alone time with Aaron “just sucked,” explaining that “part of it was just, I was so caught off
guard by him bringing all of it up again. I mean, I thought we were, you know, I’m totally over
what happened. I mean, we talked about it several times, and I just don’t know what to say.”
At the end of this episode (three), Christi is eliminated. Not only does the series show
Aaron no longer interested in Christi, it constructs her dismissal as necessary because she
poses a potential threat to him. After eliminating Christi, Aaron says “A girl like Christi, who’s
been  very  emotional,  that’s  a  concern  for  me,  that  she’s  been  able  to  fall  that  head  over
heels  for  me  in  such  a  short  amount  of  time.  She’s  very  emotionally  unstable,  if  you  will.
That  bothers  me.  I  don’t  know  how  to  deal  with  it.  I  really  don’t.”  The  bachelor  is  the
protagonist,  the  hero  with  whom  our  sympathies  are  meant  to  lie,  and  he  is  cast  as  the
victim of Christi’s inability to control her emotions. The suggestion is that he may become a
364
RACHEL E. DUBROFSKY
Downloaded By: [Dubrofsky, Rachel] At: 04:27 4 September 2009
bigger victim to Christi’s “fatal attraction” (her excessive emotions) if he does not get rid of
her immediately (fool me once, shame on you, fool me twice
...
).
What If?
The  Bachelor
episodes  are  constructed  through  the  editing  and  production  process
involved in putting together a TV show, and the “money shot” is one part of this process
that can be used to generate a specific result. It is worth considering alternate stories that
might  have  been  told  about  Christi,  stories  where  her  emotionality  is  not  framed  as  a
“money shot,” or stories where the “money shot” is unnecessary. For instance, how does the
emphasis of the series on Christi incessantly trying to explain her actions characterize her?
Though the series does not show Aaron (or producers) asking Christi to explain herself, it is
worth pausing to consider the possibility that this is what happened as it would suggest an
alternate narrative. In this new narrative, it is Aaron who requests, and potentially producers
who prod for, constant confession, talk about feelings and emotions from Christi, and not
Christi   who   willingly—though   sometimes   unwittingly—provides   these.   This   “what   if”
scenario casts a different light on some of the statements made by Christi, such as: “I’m not
an emotional freak” or “I was so caught off guard by him bringing all of it up again
...
we
talked about it several times, and I just don’t know what to say.” Perhaps it is Aaron who
requires Christi to speak about what has happened. If so, then maybe Christi is emotional
about always having to explain her actions, distressed that none of her explanations seem
sufficient.
As  well,  it  is  worth  asking  what  would  happen  to  the  story  about  Christi  if  the
emotional scenes with her  and Aaron’s comments about these  were removed. How does
the series’ foregrounding of Christi’s emotionality shape the story about Christi and Aaron?
Without  this  foregrounding,  we  would  be  left  with  Aaron  and  Christi  professing  their
mutual affection for and attraction to one another, images of the couple affectionate and
enjoying  each  other’s  company,  scenes  of  Christi  telling  the  camera  how  much  she  likes
Aaron, seemingly confirming that the two are falling for one another (rather than marking
Christi as over-emotional). Perhaps we might also have seen shots of Aaron professing his
affection for Christi (it is likely that in the footage there were scenes of Aaron declaring his
affection  for  Christi,  at  least  early  on).  A  very  different  story  might  have  been  told  about
Christi. In other words, the series  tells one specific story about Christi among several that
might have been told, and this is done in a purposeful way.
Conclusion: The “Money Shot” By Women, for Women
Grindstaff’s discussion of the “money shot” in talk shows moves the “money shot” out
of  the  male  domain  of  heterosexual  film  pornography  (performed  by  men,  for  male
viewers) since the shot is provided by women, and the target audience is women. Grindstaff
also  moves  the  “money  shot”  out  of  the  sexual  arena  and  into  the  display  of  female
emotions.  By  using  the  idea  of  the  “money  shot”  to  discuss
The  Bachelor
,  I  continue  this
movement:  here  the  shot  is  also  provided  by  women,  for  a  female  audience.  Unlike
Grindstaff,  however,  I  use  the  formal  aspects  and  implications  of  film  pornography  as  a
framework   for   understanding   how   the   “money   shot”   is   situated   in
The    Bachelor
.
Furthermore, I draw a parallel between
The Bachelor
and the genre of melodrama, arguing
that the “money shot” is a pornographic display of real women showing real emotions. As
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well, I outline the way the “money shot” can be used in an aggressive manner to reveal an
emotional side of a woman against the woman’s expressed desire not to show this side, or
to show her as unstable.
We  might  ask,  why  is  the  “money  shot”  so  frightening  when  located  in  a  woman’s
body?  Why  is  there  no  glory  in  this  moment,  as  there  is  for  men  in  film  pornography?
Indeed,  in  film  pornography  the  male  body  experiencing  pleasure  is  meant  to  sexually
arouse  the viewer  (often  through  identification with the  man onscreen);  analogously, the
display  of  women  experiencing  emotion  in
The  Bachelor
is  meant  to  inspire  in  viewers  a
similarly   strong   response,   though   not   sexual  in   nature—a   desire   to   see   the   woman
eliminated  from  the  series,  to  see  her  punished  for  not  being  in  control  of  herself,  for
transgressing the initial attractive image presented of her.
To  be  sure,  the  “money  shot”  displayed  through  a  female  body,  as  it  is  in  the  talk
show and in
The  Bachelor
, is antithetical to the original “money shot” in film pornography.
To   use   Williams’s   terms   (1993),   the   conundrum   of   the   “scientia   sexualis”   for   film
pornography  is  that  it  is  impossible  to  revel  in  the  “frenzy  of  the  visible,”  to  show  the
physiology  of  female  sexual  pleasure  in  a  heteronormative  and  phallic  visual  economy
(McClintock  1993,  p.  123;  Williams  1993,  pp.  242 – 243).  Perhaps  the  “money  shot”  here—
fully   located   in   the   female   body,   but   to   show   an   emotional   (rather   than   a   sexual)
response—speaks  to  the  fear,  in  mainstream  heterosexual  North  American  culture,  of
sexually alluring, intense and emotional women. But the ingenuity of the “money shot” in
The  Bachelor
is that it enacts a cautionary tale about the dangers of losing control of one’s
emotions. In so doing,
The Bachelor
recruits women into the job of governing the behavior
of  other  women.  Here  women  on  the  series  provide  the  “bad”  example  (and  suffer  the
consequences) for other women on the dangers of not being in control of one’s emotions,
of displaying these in a way that exceeds the bounds of what is acceptable for women.
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NOTES
1.
Season ten was the only one that did not include this special.
2.
Seasons one, two, seven, eight, and nine did not include this special.
3.
The Bachelorette
reverses the gender roles: a woman stars and picks a man from twenty-five
eligible bachelors.
4.
In early seasons the men in
The Bachelor
rarely show uncontrolled emotion, though they are
occasionally too aggressive. A few of the men in the later seasons cry when they become
overwhelmed with the difficulty of the situation and by their feelings for the women.
5.
The  parallel  I  draw  between  film  pornography  and
The  Bachelor
can  be  extended  to  talk
shows. However, this is not a focus Grindstaff has chosen, and my aim is a discussion of
The
Bachelor
.
6.
Alongside   the   RTV   phenomenon,   reality-based   pornographic   films   and   videos   have
emerged in both mainstream and amateur pornography.
7.
The Bachelor
is not unique in its desire to put women on display, to show them as objects of
intrigue and mystery and then unravel them. There is an extensive body of literature on the
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display and objectification of women (to name a few, DuBois 1988; Ewing 1999; Jhally 1995;
Kilbourne   1999).   In   describing   the   predicament   of   women   in   the   mechanical   age   of
reproduction, Berger (1977, p. 46) writes that women in modern society are taught early on
that  they  are  to  be  surveyed.  Walters  maintains  that  “in  this  society  of  the  spectacle,  it  is
women’s  bodies  that  are  the  spectacle  upon  which  representation  occurs  [
...
]  Women’s
bodies  sell  cars,  beer,  and  laundry  detergent;  women’s  loves  and  lives  sell  soap  opera
fantasies; women’s fears and vulnerability sell blockbuster action films” (1995, p. 22).
8.
The pornography debate is a lengthy and complicated one that I cannot properly engage in
this  article.  I  am  not  invested  in  the  argument  that  film  pornography  promotes  male
empowerment and female disempowerment, but rather in outlining that this is a trope of
much conventional heterosexual film pornography. While phallic power is often at play in
film pornography, this does not mean the genre as a whole necessarily promotes this power.
As well, it is worth mentioning that in recent years film pornography has emerged that does
not center on phallic power—film pornography geared towards women, for example.
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