RIPPED-FROM-THE-HEADLINES :
SEXUAL VIOLENCE & CELEBRITY CULTURE
IN CONTEMPORARY U .S. MEDIA

Sabrina Moro

A thesis submitted in partial fulfilment of the requirements of Nottingham
Trent University for the degree of Doctor of Philosophy

September 2021



Copyright Statement

The copyright in this work is held by the author. You may copy up to 5% of this work for
private study, or personal, n@memmercial research. Any -tese of the information
contained within this document should be fully referenced, ngatne author, title,
university, degree level and pagination. Queries or requests for any other use, or if a more
substantial copy is required, should be directed to the author.



Abstract

This thesis examines the imbrication of sexual violence and celebrity culture in
contemporary US media. Even befofigleToo, celebrities who publicly shared their
experience of sexual violence and/or engaged in advocacy work have been instrumental
in shapirg cultural understandings of sexual violence. Similarly, the celebrification of
victims and survivors has coincided with the celebrification of activists and feminists in
mainstream media. The public fascination with famous men implicated in sexual
miscondict as well as with everyman perpetrators of violent sex crimes reveal how the
celebritisation of sexual violence can be lucrative. This study interrogates the ways in
which celebrity culture reconfigures victimhood, criminality, and advocacy. It makes an
original contribution to celebrity studies and feminist media studies by exploring the links
between celebrity culture and sexual violence.

The thesis deploys an innovative methodological framework, which combines critical
discourse analysis with diagram®, map this economy of visibility. It draws on a
transmedia corpus to track the discursive circulation of sexual violence in mainstream
media. The corpus thus includes TV series, films, documentaries, true crime texts,
celebrity memoirs, interviews, and@al media postd.aw & Order: Special Victims Unit

(NBC 1999) is the central node because of its unique focus o+based offences. Its

t r ade ma r-fom-thehiepapdd d nesd epi sodes provide an
celebrification of victims, pgret r at or s, and advocates. Th
theorised to operationalise the role of fictional characters in media representation of
sexual violence. It also highlights how contemporary celebrity culture is a transmedia
phenomenon.

The focus isprimarily on contemporary US media to examine the ubiquity of sexual
violence in the public sphere, although the case studies resonate beyond the US border.
The thesis offers a comprehensive analysis of the celebrification of victims, perpetrators,
and adwcates. It finds that celebrity mediations of sexual violence articulate social
anxieties related to gender, sexuality, race, and class, as well as the changing nature of
fame. The nexus of celebrity culture and sexual violence thus shapes -cultural
undersandings of sexual violence, victimisation, and feminism. Overall, the thesis draws
attention to the ways that sexual violence and celebrity culture are often mutually
constitutive, and explores the hidden matrixes of power they share.
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INTRODUCTION

In September 2016, NBC aired an episodea & Order: Special Victims Un{{NBC,

1999) call ed AMaking a Rapisto iNakpgaed by
Murderer. The episode starts with a cameo from Joe Biden, who was theiPkésilent

of the United States. He stands alongside Olivia Benson (Mariska Hargitay) at a fictional

pres conference held in the police precinct. He commends the detectives for their
excellent work and expresses his admiration for Benson as they shake hands. Far from
being an anecdotal incident, the verbal and physical interactions between thidereal

politician and the fictional charactaresymptomatic of the convergence of entertainment

and politics in contemporary US culture. The politicisatioriicifon is also evident in
Bensonds speech, I n whi ch -ki# baekloget®g préeati ns t h
wrongful convictions through better DNA testing. The function of this scene is threefold:

it sets the scene to the rippfdm-theh ea d|l i nes epi sod&ndther o mot e
Backlogc ampai gn, and endor ses t kelectobDkidn®erualat s 6 :
violence is thus mediated through four different configurations of famaebeloved

fictional character specialised in sexual assault investigations (Benson), an actor
renowred for her antisexual violencecharity work (Hargitay), a famougpolitician

known for his policies tackling violence against worméBiden), and a celebrified sex

offender (Steven Avery). This example illustrates a complex system of visibility that

shapes cultural understandings of sexual assault.

Two concomitant cebrity culture dynamics are exemplified in this episode: the
celebritisation of sexual violence and the celebrification of perpetrators and advocates
(Driessens 2012)Celebritisatiol refers to the expansion of regimes of fame to new
domains of public |Iife. | use the expressi

the ways in which cultural representations of sexual violence have become increasingly

1 Hargitay founded the Joyful Heart foundation in 2004. Its aim is to end sexual assault, domestic
violence, and child abuse.

2While he was Senator (192909), Biden sponsored the Violence Against Women Act. He oversaw
the White House Council on WomendaGirls and the White House Task Force to Protect Students
from Sexual Assault during his Videresidency and launched the rape prevention campaigd s On
Us (20092017)
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linked to celebrity culi r e . For instance, AMaking a Rapi
of rape in fiction, true crime, political news, and celebrity news through its focus on
celebrities popularised in these genres. It raises the following question: why does sexual
violence pague celebrity culture? Even though this is not a new question, it has been
sharpened with #MeToo and sexual assault allegations against prominent men. The
episode, which prelates #MeToo, shows how media representations of sexual violence

can turn victing, activists, and perpetrators into celebrities. It also highlights how
celebrities can enhance their brand through claims to victimhood and/or advocacy and
how, conversely, allegations of sexual misconduct can jeopardise celebrity status.
Celebrity victins, perpetrators, and advocasesl @lebrified victims, perpetratorand
advocateghus constitute six distinct modes of celebrification. These permutations of

fame and sexual violence invite the following question: how does celebrity culture
reconfigurevi ct i mi sati on, cri me, and feminist a
Ori ffrgrettbth ead!l i nesd® epi sodes ( RFH-lifbhbamsegaft er
reveal how the celebritisation of sexual violence can be lucrative. It begs the questions: if
both celebrity culture ansexual violenc®perate on the commodification as well as the
emotional and physical exploitation of peopie,what extentare stardom and sexual

violencemutually constitutive?

This thesis examines the imbrication of sexuablence and celebrity culture in
contemporary US media. | use an innovative methodological framework, which combines
critical discourse analysis with diagrams, to map the celebritisation of sexual violence. |
draw on a transmedia corpus to track the disearsirculation of sexual violence in
mainstream media. The corpus includes TV series, flms, documentaries, true crime texts,
celebrity memoirs, interviews, and social media posts. The transmedia corpus allows for
an indepth analysis of various modes oélebrification, whilst interrogating the
transmedia nature of contemporary farhaw & Order: Special Victims Uni{SVU
hereafter) is the central node because of its unique focus drased offences. IRFH
episodes provide an entry point to analysedblebrification of victims, perpetrators, and
advocates. I theorise the <concept 6cel efi
characters in the celebritisation of sexual violence. The thesis offers a comprehensive

analysis of the celebrificatioof victims, perpetrators, and advocates. It finds that

11



celebrity mediations of sexual violence articulate social anxieties related to gender,
sexuality, race, and class, as well as the changing nature of fame. The nexus of celebrity
culture and sexual viehce shapes cultural understandings of sexual violence,
victimisation, and feminism. Overall, the thesis draws attention to the ways that sexual
violence and celebrity culture are often mutually constitutive and explores the hidden

matrices of power theyhare.

Visibility of sexual violence, an overview of literature

This project builds on scholarship analysing the ubiquity of cultural representations of
sexual violence in the public sphere (Cuklanz 1996; Cuklanz 2000; Projansky 2001,
Moorti 2001; Horeck 2004). These seminal feminist works track the circulation chAmedi
representations of rape across a transmedia corpus. For instance, Lisa Cuklanz bridges
analysis of rape in the news and fiction to show the ways in which legal reform and social
change have been taken up and legitimised through mainstream media (Q9€éhz

Sarah Projansky (2001) dissects ideological formations of gender and sexuality in films,
televisionandr ape prevention and education videos
of rape on primdgime television, network news, and talk shows revéads complex
discursive construction of race and gender in US television (2001). Tanya Horeck (2004)
weaves analysis of representations of raped women in poetry and literature, cinema,
television, and feminist writings. She argues that these images ddntaqeate cultural
fantasies of sexual, racial, and class difference. The circulation of cultural representations
of sexual violence across media and genre reveals the scope and reach of hidden matrices

of power.

What emerges from these pioneering festimedia analyses of rape is a complex system

of visibility articulated around the following paradox: narratives of rape are ubiquitous in

the public sphere because they grapple with power dynamics, yet they uphold dominant
ideol ogies. Aspeélorecat aoguesessienti al, yet
(2004:11). Her analysis historicises the links between sexual violence and body politics.
Dominant masculinity is legitimised through the need to protect and/or avenge violated
women, yet theexist construction of women as property is not challenged. Accounts of

sexual violence thus expose the gendered hierarchies that buttress theukoab

12



contract even as they define it in patriarchal terms. The figure of the rapeahviom

popular cultire also captures anxieties related to race and class. Attempts to depict a
universal experience of sexual violation are exclusive as thegeateedon white and
privileged women. These tensions are what
spe¢ acl ed (Horeck 2004:11). Thinking of sex
media representations within their broader
spectacle is not a collection of images; rather it is a social relationshipdrefreople

that is med#Pf(@t®d2 d:yl 6 mamgye stor ansl ation) . |
use the term O6spectacle of sexual vi ol enc
mediate power relations. | expand this framework to account foisadlee-cultural

changes that have marked the last two decades. The first is the shift from media
representations of rape to other forms of sexual violence and the second is the

intensification of celebrity culture.

Sexualviolence

These early feminist meglianalyses of sexual violence have emphasised rape because of
the centrality of this issue in secom@dve feminist writings and activism (Cf.
Brownmiller 1975), which led tahangesin cultural understanding of sexuality and
important legal reforms (Cuklarn996). These scholars show how media investments in
narratives of rape reflect these social evolutions and their limitations. By historicising
media representations of rape, Projansky (2001) and Horeck (2004) highlight shifts and
continuities in culturalinderstanding of sexual violation. Their analyses make use of the
feminist wave metaphor to intervene in key debates around postfeminism (Cf. Projanksy
2001) and the failed promises of secamalve feminism (Cf. Horeck 2004). However,
their historical apgyach shows how the discursive construction of rape extends far
beyond the media event under investigation. Their insights thus challenge a linear history
of feminist struggles. The present project broadens their framework to other forms of

sexualviolence.

S«Le spectacle noest pas un ensembl e rsdnddsmages,
médiatisées par des images

13



I draw on Liz Kellyds definition of sexual
on a spectrum of socially sanctioned male aggression, which ranges from
microaggressions like sexist remarks to murder. This model is not a hierarchy of the
severty of violence, but rather a holistic framework that draws connections between
experiences of harassment, violation, abuse, and assault. The continuum of violence
considers different forms of violence (physical, psychological, economic, etc.) and
contextgdomestic, workplace, education, public space, etc.). This model draws attention

to violence as not episodic and/or expressions of deviance, but as part of a pattern of
gendered oppression that is normalised and intersects with other forms of oppression.
Throughout the thesis, | use O6sexual viole
of violence. I prefer this term to Kellybéo
because | am interested in how dx@sed violation is an expression of andiliar of

hegemonic masculinity. As my case studies will show, this is the case even when this type

of violence is perpetrated against men, trans,careerp e o p | e . I use the
vi ol enced | nrbsatseeadd voifo |6egnecnedbe tieaexaswfcaebrityy i nt o
culture and patriarchy stems from how they both operate on the sexual exploitation of
people and the commodification of sexuality. As woven in through the case studies, | use
descriptors of the type of sexual violence they deal wito,c h as d&édsexual h &

Opaedophiliad, or Osexual assaultéod.

Celebrityculture

While celebrity culture is not a new phenomenon, it is one of the most vibrant and
dynamic aspects of the contemporary mediascape. Because of their visibility and status,
celebrities occupy a central role in the production of meaning in modern everysay lif
Stars can be read as texts that capture the workings of social ideologies at play in media
representationg\ccording to Dyer (1979; 1986), stars exemplify social types: as cultural
icons they embody collective representations of genderedsrarthbehaiour. In other

words, celebrities can be read either as role models or cautionary tales who offer
recognizable normative images of masculinity and femininity. Celebrities also play a key
role in the construction of racial and national identities (Negfd 20ackson 2014) and

mediate class disparities (Tyler and Bennett 2010; Mendick et al. 2018). Celebrities are

14



key actors within the economy of attention (Thrall et al. 2008) and, as such, play an
important ideological and epistemological role in shapinglip discourse (Marshall
1997). They articulate a distinct modality of public personhood (Turner 2004) and possess
an important visibility capital (Heinich 2012). They are thus key in mediating political
issues such as sexual violence. The spectaclexofkegiolence in contemporary US
media thus requires an analysis into the role of celebrity culture in mediating sexual

violation.

Dyer 6 s alpvwsrus o dhnk through the ways in which celebrity culture is
gendered through the articulation of thditms of the cordinaryd social sphere with the
Gextraordinargr eal m of fame. The deep investment
is an important vector for the fascination they exert. As stars are enveloped by an aura of
mystery and unpredictaliif, uncovering the private self behind the public role becomes
the main drive in celebrity culture and sustains its economy. Gossip columns are one of
many examples of media productions that revolve around exposing details about the
private lives of famosi people. However, scandal does not play out in the same way for
male, female, and queer celebrities. The last two are generally more highly pursued and
pay a higher price for their exposure, whereas men are often able to reframe this kind of
unwelcomemeda vi si bility into an opportunity
analysis of press coverage of black celebrities reveals the racial double standard of
celebrity scandal (2014). She argues that African American celebrities are judged more
harshy than their white counterparts when they take a political stand. Reframing these
statements as controversies or mere celebrity provocations limits their critique of US
culture. It is symptomatic of broader anxieties in relation to racial and class tkspari

As a result, elebrities represent something other than themselves: the identities they
perform shed light on the ways in which modern subjectivities are gendered, racialized,
and classed. | draw on this scholarship to analyse the intersectionielwitgesexual

assault scandal and the spectacle of sexual violence.

Economies of visibility

The concept of spectacle illuminates the consumer culture logics that underpin regimes of

visibility (Debord 1992a; 1992b). Because visibility is a currency inctir@emporary
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marketdriven mediascapes, representations of sexual violence become objects of
consumption. This complicates the assumption that sexism can be best tackled through a
recourse to a politics of visibility. Whilst media representations of $exokence
highlight its pervasiveness, spectacular expositigerbial violenck as n 6t br ought
social change. These debates around the adequacy of visibility as a viable political
strategy are not newC{. Horeck 2004). In fact, the history of femsm is marked by a
sustained critique of how the mediamesissues of gender and, at the same tinosy

feminist movements depend on mainstream media to assert their legitimacy (Hamad and
Taylor 2015; Taylor 2017). Feminist celebrity scholars have thus developed frameworks
that view feminism and celebrity culture as interconnected rather than mutuallynexclus
(Wicke 1994; Projansky 2014). Similarly, the present project addresses the dynamic
relationship between spectacular fame and the spectacle of sexual violence. In other
words, what does celebrity culture say about sexual violence? And what does sexual

violence reveal about celebrity culture?

The thesis thus maps out a system of visibility that emerges from the nexus of the
spectacles of sexual violence and cel ebri
articulation between the individual and cotlge. A critical analysis of the spectacle of

sexual violence as a system of visibility attends to the singularities of individual stories to
show patterns symptomatic of corsgstierdorent i
valorising meaning andocmmuni cati ono ( Mar shall 1997 : x,
words, ideologiesbecome tangible through regimes of fame. This conceptualisation of
visibility as a system supports an analysis attuned to nuances of visibility, invisibility, and

hypervisibility. It reveals that which is marked as worth seeing, obfuscated, or so

d

conspicuous it becomes wunnoticeable (Voir

election mere weeks following reports of sexual allegations is one of many contemporary
examples that demetrate the need for a minute analysis of the intersection of spectacular
fame and spectacular sexual violence. It attests to a shift of paradigm, one that is not

predicated on a politics of visibility, but rather on an economy of visibility.

Sarah BaneWeiser (2018a; 2018c) defines a politics of visibility as the practices through
which a political vision can come into being. Vision is aspirational, futviented, and

inherently collective. The politics of visibility is thus a process through which
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marghalised communities demand to be seen in dominant culture. It articulates a demand
for social change. In contrast, an economy of visibility structures the contemporary
mediascape and daily consumption practices. As BMet s e r argues, lec:
visibility fundamentally shift politics of visibility so that visibility becomié® endather
than a means t pemphasiserigidadlt thUs2cOnst@ins:thz Political to

the viside and obfuscates the ways in which it is conditioned by structirpower. For
instance, BanéiVeiser (2018c) shows how popular feminism engages with liberal
feminism by shedding light on gender inequality butsgotward solutions that are
corporatefriendly. Circuits of visibility are driven by profit, competitioand consumers.

They can thus accommodate identity claims and demands for representation but prevent
fundamentally rethinking structures of power. To paraphrase Nancy Fraser (2013),

economies of visibility privilege a politics of recognition over a pdit redistribution.

Thesis outline

The thesis presents a systematic analysis of the economies of visibility that underpin the
spectacle of sexual violence and stard8wUconstitutes the central node to the analysis
because it effectively captures thiensions between the politics of visibility and
economies of visibility. The series aims to raise awareoksgxual violence through
fictional representation, as statedena c h o f its epi sWhilseilss open
frequent RFH episodes can be deployed as a political strategy to critique celebrity culture,
this mode of storytelling is first and foremost a marketing strategy to succeed in the
competitive landscape of television. RFH episodes presentortapity to delve into

the dual meaning of representation, as an aesthetic rendition of aaciiras a political
project. In additionSVUprovides a unique entry point to disrupt cultural hierarchies of
fame and explore the imbrications of entertainha politics. Its sustained exploration

of celebrity culture through the medium of fiction interrogates the multifaceted and ever
expanding logics of fame beyond the entertainment industmoughout the thesis, |
engage with elebrity taxonomies (Rojek2001; Nayar 2009)to interrogate the
differentiated value of celebrityMy analysis challenges theultural hierarchies that
legitimise celebrities known for their achievements, like actors or politicians, over people

famous for being (in)famous, like fional characters or celebrified criminals.
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Chapter 1 Methodologylays out the methodological approach that will be deployed in

this thesis. | use an innovative methodological framework, which combines critical
discourse analysis with diagrams, to map the economies of visibility that bolster the
spectacle of sexual viehce and celebrity. | introduce the theoretical concepts that
operationali se my dat a coll ection and
6celebritisation6, -fioo-tdheefaidc tiThiseno@nceptualn d or
framework supports my argument tleelebrity is a transmedia phenomenon. | discuss
the methodological implications of this approach to celebrity culture and explain the
rationale of the transmedia corpus designed to track the discursive circulation of sexual
violence in mainstream medig@he corpus includes TV series, films, documentaries, true
crime texts, celebrity memoirs, interviews, and social media posts. The chapter concludes
with ethical reflections, namely the challenges of doing a feminist analysis of celebrity
culture and my resoning for working on infamous perpetrators of sexual violence
alongside celebrified victims and advocates. These ethical considerations set out the
remaining thesis chapters organised in three parts to address how celebrity culture
reconfigures victimhoadriminality, and advocacyhe remaining chapters work in pairs

andfollow a mirrored structure to interrogate different modes of celebrification.

Chapter 2CelebrityVictims deals with celebrities who used their public status to disclose

their experience of sexual violence. | argue that these testimonies exemplify what Sean
Redmond (2008) has termed the celebrity confessional moments of revelation and

affective displaythat allow the celebrity to consolidate their personal brand through a
performance of intimacy and ordinariness. The chapentres around SVWO s
fictionalisation of Maria SchneilLastlangos acco
in Paris, Ri h &aughtaaftesnpt to tell her experience of domestic violence, and
Gretchen Carlsondés sexual harassment | awst
Fox News. In a context where the celebrity confessional is increasingly the dominant
mode of consumptionfdame,the chapter interrogates the potentials and limitations of
celebrity narratives of sexual violence to troubdgism in celebrity culture. It shows how

cultural hierarchies of fame are gendered and how they constrain claims to victimhood.

Wo me nublE tegiimonies of sexual violence are generally met with disbelief, but white

heterosexual women are more successful i n
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shows how race and class are used to discredit domestic violence victims, while
Schneidedb s case shows how sexual orientation

victimhood.

Dominant narratives of victimhood are further explore€irapter 3 CelebrityVictims

It centresaround victims of sexual @lence thrown into the limelight through the
mediatisation of the case and/or trial. The chapter opens witlsWibepisodes ripped

from the pages dfhe Girl with the Dragon Tattoand13 Reasons Whiisbeth Salander

and Hannah Baker are celefictions whaape revenge arc reveals additional layers to the
injunction for sexual violence victims to become survivors. | show how the figure of the
survivor sustains neoliberal economies of visibility. Tl3eReasons WhndSVURFH

episode also presents a fartalised account of Amanda Todd, ayiEarold student who

committed suicide after being a victim of sexual violence and cyberbullying. This chapter
argues that for sexual violence to be spectacular, celeimiitn® t est i moni es ne
equally specteular. This becomes tangible by addressing the multiple layers of

fictionalization.

Despite its focus on sexual assaultvictiBglb s RFH epi sodealebrdtyocus m

perpetrators and celebriperpetrators Chapter 4 Celebrity Perpetrator§ocuses on the

former, i.e. powerful men who have been implicated for sexual assault. Rather than a loss

of celebrity status, | posit that celebrity desecration is merely a new mode of media
visibility that stil | cultivates iIinterest
purposes. My analysis revolves arousy/b s RFH =episodes on Ji
Dominique Straus&ahn, and Roger Ailes. These fictionalisations enable a critique of
celebrity culture, but only to a certain extent. The perp walk and cel&ufiigdenfreude
constitute a diagnosis of power. However, they are shaped by meritocratic ide@ndi

dondt chall enge st r uc S\Uepsbdesideakng with Bernargo. It
Bertolucci, Roman Polanski and Woody Allen to argue that the figure of the famous male
artist lends itself to a rhetoric of injury and victimisation. Thisbéesthem to maintain

their celebrity status despite criminal accusations.

Chapter 5 Celebrity Perpetratorsfocuses on perpetrators of sexual violence who have

become famous for their crimes. It offers a theoréfreanework to grasp the celebrified
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rapist popularised through true crime and the news. Celebrgerpetratorsare
constructed as monsters, y@honstrosity is a heterogenous category. The chapter
weaves irSVWbOs RFH epi sodes of aidedry Bassadwth trueE ar | |
crime texts to show thenultiple incarnations of the monstrous serial rapist. This
transmedia corpus provides insights into how some perpetrators of sex crimes become
celebrities, and why some are more infamous than others. | argue that celebrity
perpetratorswho capture anxieties relakéo heterosexuality, class and ramed trouble

the meritocratic logics of celebrity culture, are more likely to be celebrified. | then turn to

two fictionalisati ons SWhnd®8ne il ReasbnsWhyer 6 s tr
show that not all celwified perpetratorsare constructed as monsters. Turner and his
fictional counterparts benefit from sympathetic media coverage because they embody the

ideal neoliberal subject.

Chapter 6 CelebrityAdvocatesbuildson the previous chapters to explore the intricacies

of postfeminism, neoliberal feminism, and carceral feminism. | returrS¥Wab s
fictionalisation of Gretchen Carlsonds and
employer Roger Ailes to interrogathe commodification of feminism. Their celebrity
confessional texts, which include celebrity memoirs, interviews, and open letters, offer
important insights into the tensions between postfeminism and neoliberal feminism. |
pursue this analysis of celefyriadvocacy through an 4depth analysis of Mariska
Hargitaybds star | mage. I ar gue tSWlintherOl i vi a
embodiment of carceral feminism. The chapter argues that postfeminist, carceral, and
neoliberal discourses convertpeough the figure of the (super)heroic survivor. As result,

selthelp and the prison industrial complex are presented as the only solution to sexual

violence.

The final chapter of the thesiShapter 7CelebrityAdvocatesexplores resistances to this

triangulation of feminism, neoliberalism, and celebrity culture. It revolves around anti
rape activists who have become spokespeople for the movement to end sexual assault on
university campuses. The analysis is supgd by SVU episodes dealing with campus
sexual assault, as well st 6 s , ®natiodvile rape prevention campaign instigated

by the Obama@iden administrationyWe Believe Yqua collection of activist testimonies

edited by Annie E. Clark and AndreaL Pi nt o, and Camnlat\Weight k o wi c :
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an art performance piece. The chapter argues that celativibgatesieed to comply with

the demands of the celebrity confessional to legitimise their interventions in the public
sphere. At the same timehey manage to withstand to some extent the dominant
narratives of the (super)heroic survivor. Their testimonies bring to the fore the experiences
of victims and activists from marginalised communities and draw attention to the

imbrication of neoliberal femism with structural inequality.

In its systematic analysis of stardom and sexual violence in contemporary US media, the
thesis makes an original contribution to the field of celebrity studies. This is the first study
to interrogate the celebrification of victims, perpetrators, and atb&ca addition, the

focus on RFH and celefiction constitutes an innovative way to conceptualise and study
celebrity. This framework interrogates the role fictional characters play in the broader
processes of celebrification and branding of feminism. Aesalt, the scope of the thesis
accounts for the celebritisationor the intensification of celebrity cultuieof cultural
representations of sexual violence. The case studies span across the last two decades. The
thesis thus provides context to the egemce of #MeToo and engages with debates that
have arisen since. It shows htve public spheres gendered (Boyce Kay 2020) and how
personabccounts of sexual assault have become a new testimonial genre (Serisier 2018).
Mapping modes of celebrificatiomnd celebrity desecration reveals the cultural,
economic, and political mechanisms that sustain the spectacle of sexual violence. This
economy of visibility uncovers a new facet of the entanglement of popular feminism and
popular misogyny (BanaW/eiser 208c). Overall, the thesis draws attention to the ways

that sexual violence and celebrity culture are often mutually constitutive.
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CHAPTER 1:METHODOLOGY

The celebritisation of sexual violence

The distinction between celebrification and celebritisa{iPbniessens 2012) has been
particularly helpful for my methodological framework. Celebrification, according to
Driessens, refers to processes by which individual people become famous. In contrast,
celebritisatioprdaekdes I|[tdé&}Dricgsene 20&2A641h.r i t y O
Celebritisation can be wunderstood as the
celebrityo (2012: 643) .-cultird comfiguragonsnthatcshape ur e s
regimes of fame and these need to be contextualised in tidhspaice. Celebritisation
encompasses two dimensions of celebrity culture: the scope of celebrity culture as an ever
expanding phenomenon (quantitative), and the shifts in nature of fame (qualitative)
(Driessens 2012: 64 4dmensibnadpproach toldelebréyscaslteren 6 s mi
compelling for its transversality, situating individual celebrities in relation to the cultural

value of fame and its encroachment in contemporary societies.

| theorise celebrity culture as a complex system of visibilityerefore,the thesis is
articulated around thedistinction between celebritisation and celebrification.
Celebritisation is key to thinking through how media representations of sexual violence
have become increasingly linked to celebrity culture. Media septations of sexual
violence cannot be solely attributed to celebrity cultye¢ the celebrity victim, celebrity
perpetrator, and celebrity advocate are widely recognised figures in the contemporary
mediascape. In addition, celebritisation calls fomaalysis of celebrity culture in terms

of networks. | thus developed a methodological framework that documents the ways in
which sexual violence has been celebritised. | use diagrams in each chapter to map all my

case studies and how they relate to ormthaar (Cf. Appendix 1 Appendix 2 Appendix

3). This use of cartography fulfills a double theoretical and methodologicetidan it
illustrates the nexus of two systems of visibilitghe spectacle of sexual violence and
celebrity culturei and offers a way to critically analyse this celebritisation of sexual

violence.
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These maps also delineate different modes of celebrification which call for anmaalal

discourse analysis of fame. This approach is inspiredhbyt hea Tayl or 6s at
celebrity feminism (2017) who makes a case for differentiating celebrified fsfrom

celebrities who identify as feminists because they operate on distinct regimes of fame.
Taylor herself draws on Patriddc Cur dy 6s st udy of celebrity
(2013) which makes a distinction between celebrities who became agtivesiselebrity

activistsi and activists famous for their politits.e., celebrityactivists While my case

studies partake in the celebritisation of sexual violence, | use the maps to address the ways

in which celebrity culture reconfigures the spetdaof sexual violenceChapter Zeals

with celebrity victims T i.e,, celebrities who publicly shared thesexual violence

testimonyi while Chapter 3looks at celebrityictimsi i.e., victims of sexual violence

thrown into the limelight through the mediatisation of the case andGhabpter 4studies

celebrity perpetratorg i.e., celebrities who have been accused of sexual asisauitl

Chapter Sevolves around celebriperpetrators i.e., sex offendersvho became famous

because of the crime they committed. Finafbhapter 6is centered aroundelebrity

advocates i.e., celebrities who become spokespeople for-eajie campaigné and

Chapter 7addresses celebrigdvocates i.e., activists famous becausétheir advocacy

work. Attending to processes of celebrification reveals how individuals become part of

this system of visibility whilst also showing its instability and hierarchies. Indeed, not all

celebritiesare famous in the same way.

As my gaze oscillates betweeelebrityvictims / celebrityvictims celebrityperpetrators

| celebrityperpetrators andcelebrityadvocates / celebrilgdvocatesl amalsoaware of

the feminist critiques of celebrity typologies that revolve around preses of
celebrification, such as the ones developed by Rojek (2001) and Nayar (2009). For
exampl e, Lorraine York (2013) contends th
value system that grants more valtontelent o d6ac
than Oascribed celebritydél mrotdiamowsr dor
typology functions as a cultural hierarchy of fame whereby some ways of becoming
famous are deemed more valuable and legitimate than others. Moreover, erashigs

of celebrification are sustained by gendered assumptions around lalhenticity and

the legitimacy of fame. Foivork, it he cel et oi d is the celebr
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approve and whose labour, such as it may be, remains invisible tw thdt o o k e r 0
(2013:1332). Similarly, Su Holmes and Diane Negra (2011) argue that these gendered
hierarchies transpire through the very lexicon employed within celebrity studies: while

0f ame 6 s u gdgsersed formaf regaghition for hard work or talenltivated

over ti me, 6celebrityd connotes an undese
despitet he absence of any particular aptitude
aspiration; celebrity brands ambition. Fame indicates valour; celebrigyisns s cand a
(2012:18). These semantic considerations pointtofongandi ng anxi et i es
presence in the public sphere. Consequently, the interchangeable use of star/dom,
celebrity and fame can operate as a feminist strategy to disrupt gedenarchies of

celebrity, a position | will adopt throughout this thesis.

Transmedia celebrity

My cartography of the celebritisation of sexual violence also addresses how fame is a
transmedia phenomenon. Most of celebrity studies scholarship is premised on the notion
that fame is constructed through a wide range of media texts, which has onlifiedens
with digital media cultures (Jenkins 2006). However, the implications of transmediality
for celebrity culture remain undertheorised in the field. The rudiilia and muktextual
gualities of fame are evoked mainly to argue in favour of compaigm®aches to fame
attuned to different media industries (Turner 2004; see also Holmes and Redmond 2010).
Such studies are effective in uncovering the intricate and minute configurations of fame.
For instance, Su Holmes and James Bennett (2010) drawattemthe multiplicity and
diversity of television fame. While | do agree with the authors that the limits of transmedia
formation of celebrity must be investigated, it is equally important to study the resonances
of celebrity culture across media platf®. This is especially true since the consumption

of celebrity news, and media more generally, occurs through multiple devices and
technologies. Furthermore, media events ligleToo require a methodological

framework that can trace their reverberationsulgh a complex mediascape.

Henry Jenkins defines transmedia storytel!]
fiction get dispersed systematically across multiple channels for the purpose of creating a

unified and coordinated entertainment expemenc (: D& ayraph R Transmedia
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storytelling is thus located at the nexus of the production and consumption of discourses.
It stems from the horizontal consolidation of media conglomerates as well as participatory
cultures (Jenkins 2006). More generaltyansmediality refers to the proliferation of
content across media platforms. As a result, the first implication of transmediality for the

study of celebrity culture is the multiplication of data.

Dyer6s semiotic anal ys iesogendus cbrpus oh media textsd o m o
using the f ol | owpramgtionfpublicgy fitna &nd giticism ans : )
commentarie3 ( 1998: 60, emphasis original). Prom
the industry to adyv efimthesfeatura in.Ptomatiansthem st i vi t
distinct from publicity such as celebrity gossip. Films are the main texts through which a

star image is constructed, which is further developed through writings produced within

the cinephile community. This claBsation is relevant to construction of celebrity

beyond film stardom, and still valid despite the advent of digital media cultures. For
instance, social media support both promotional and publicity texts while collaborative
hypertextual platforms like wik enable fans to share their own criticism and
commentaries. The impact of transmediality on celebrity culture is an intensification and
diversification of the logics identified by Dyer more than four decades ago. Mapping the
celebritisation of sexual vience thus means organising the data in a way that accounts

for the heterogeneity of the corpus of media texts analysed.

A second implication of transmedia cultures for regimes of fame is the specific ways in
which transmedia celebrity reactivates tensibatween the individual and the collective,
the private and the public. These paradoxes of transmedia cultures are captured in recent
critical work onKeeping Up With the Kardashian§his case study illustrates the cross
pollination d contemporary celefiy culture and branding across media platforims
television, social mediaand genres reality TV, celebrity news, advertisement (Ferreira
and Machado 2020)he intersection of the Kardashian family brand with individual
fami |l y me mb elsoshighlights the cprtradicters in celebrity culture which
are profoundly derivative yet revolves around the fetishization of idiosyncrasy
(Gmiterkova 2018)This double pull, which is rooted in the synergy of media industries,
is reminiscent of tensionsetween cultural homogenisation and cultural heterogenization

observed in the context of global media cultures (Appadurai 1990) or the television
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industry (Gray 2008). In other words, celebrity culture sheds lights on transmediality as

both i e x p a-amssommar c e O a n d-asdieem@arnastiioznat i ono ( F
Gambarato 2019: 4). In my corpus, celebrification means not only the possibility to access
the public sphere and share onebds story o
opportunities that &e from this form of publicity. Mapping celebrity storytelling thus

reveals patterns in themes and modes of expression.

This leads to the third effect of transmediality on celebrity culture, namely the place it
carves out forthe o mmodi fi cati on of the personal . Y
web of relational, contextual agendaso (2
industry of celebrity, rather than a quality that individual celebrities possess. For York,
celebrityi s t he Asum of iPindustrial relations of
is one of the many forces that operate within the industry of celebrity. This understanding

of celebrity agency as an agency embedded in industrial interactions rather thialuaidi

actions enables an analysis of the spectacle of sexual violence attuned to the complex
operations of visibility. Indeed, the question is less whether a star possesses the means to
intervene on her own public image, and more about the contextuagwanions that

allow certain celebrities to be more visible and heard than others. The industrial shifts at

play in transmedia cultures afford celebrities more agency in producing promotional
material in the form of confessional texts (Redmond 2008) or gablicity through

emotive performances (Nunn and Biressi 2010). Recent studies on celebrity transmedia
authors like Chimamanda Ngozi Adichie (Lecznar 2017) or Lena Dunham (Murrdy 201
illustrate the complerperationof the celebrity confessional as personal testimonies that

are shared through various media channels.

This multifaceted celebrity confessional effectively captures what is at stake in transmedia

storytelling. Theorists of transmedia culture reminds at th

The true function of any single piece of transmedia content is not simply to enrich,
enhance, or augment its companion pieces, but in fact to give one piece of content (a film,
a web series, a comic book, a novel, etc.) a new, previously missingsibmérat forever

shifts the meaning of that piece of content into something else entirely (Dalby 2017,

guoted in Freeman and Gambarato 2018).

26



In other words, each celebrity story of sexual assault is a pfettes widersystem of

visibility. Appendix 1 Appendix 2 andAppendix 3situate each fragment within the web

of celebritised sexual violence. They also account foctimstruction and circulation of
celebrity across media.

A transmedia approach to celebrity culture poses a significant methodological challenge:
given the ubiquity of sexual violence in contemporary culture, as well as the proliferation
of content acrosplatforms, how might one approach the task of sampling? To remedy
this, | developed two concepis Gippedfrom-the-headlineé and &elefictiord i to
operationalise the selection of case studies in a way that is rigorous and systematic. This
constitutes amnovative methodological and theoretical approach to celebrity studies. |
explain in the following section what each concept entails and how these facilitated the

corpus constitution.

Rippedfrom-the-headlines

Rippedfrom-the-headlines (RFH) is a storytelling technique frequently found in popular
culture. It refers to any fictional cultural téx@TV series episode, film, comic strip, €tc.

inspired by true events. There is a long legacy in the US entertaimdastry of using
fictionalised accounts of reéife events to discuss social issues, widalkes tdhe 1930s.

In its early years, Warner Bros. owed its commercial success to films that combined
entertainment with education. Building their brand arourftde t agl i ne ATor n
headlines! 6, the studiobs early blockbuste
on a range of issues arising in the period marked by the Great Depression and leading up

to the Second World War (Yogerst 2016). Thusigon of Warner Bros. in the cinema

industry means that the gritty realism of their RFH films were key in the development of

film genresi like social romance dramas, crime films, or adventure films (Yogerst 2016)

T an influence that persists to this day

In the US television landscape, RFH was revived in crime series in the 1950s but it was
popularised with NBQLaw & Order and its various spinoffs (Collins 2009). What is
remarkable about thieaw & Order franchise is the short turnaround with which news
headlines are turned into a fictional episode, with sometimes only a few weeks between
thereall i f e events and the RFH epilsw&®rdeai r da:

27



seasons resembles a timeline of Ameri can
serves two purposes: it consolidates lthgv & Order brand,and it helps the franchise

build a long term and faithful audience. TREHt heme i s bui |l t i nto t1I
Its opening credisequencdeatures a sequence of newspaper and tabloid frages

featuring photos of crime scenes. RFH is also used to create a buzz around new episodes,
and this marketing technique has only intensified over the years with social media. In the
context of digital media cultures, hyperlink givégpped from theheadlineé a literal

meaning. It exemplifies how transmedia production spans across fictional and non

fictional texts (Freeman and Gambarato 2018).

RFH episodeshowever are not a factual retelling of relfle cases. They almost always
feature a differenresolution and frequently combine elements of different news stories.
This is not only a production strategy to avoid potential lawsuits but constitutes what
Tanya Horeck calls a Anarrative hooko to
clues withn the narrative to help the fans identify which rkf@ event the episodes refer

to. One of the pleasures of watchihgw & Order stems from finding these cultural
references within the fictional story. In this way, RFH storytelling is a precursoeto th
gamification of the viewing experience which Horeck theorised in relation to
representations of sexual violence in bivggchable TV series (2019a) and true crime
(2019b). Streaming TV series, Horeck argues, hail their viewers into active audiences
through complex storylines and affective narrative hooks. Like in a videogame, each
episode ofLaw & Order is a selfcontained mystery which viewers elucidate before
unlocking the next episode. Thaw & Order franchise is not streaming TV as it still
follows the weekly broadcasting schedule of pritimee TV. However, previous series

are available on a range of streaming platforms outside of networked TV. On any given
day, one could get sucked intoLaw & Order marathon and connect with other fans of

the seris on social media and online discussion forums.

The series format also invites viewers to emulate thgcoeen detectives as they become
amateur sleuths of cultural artefacts. This model of engagement is what Jason Mittell
(2015) callsiforensicfandon®, which refers to viewing practices that revolve around
active engagement with the form and content of TV series. EachlRRH& Order

episode revolves around two central enigmas: finding out who the fictional perpetrator is
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and identifying which ral-life case inspired the episode. As fans attempt to decipher the
answers to these questions, they interrogate the internal logic of the story, identifying
similarities and discrepancies. They compile their findings on blog posts, online forums,
and socih media. For instance, theaw & Order wiki (lawandorder.fandom.com)
contains a database of all RFH and crossovers across the franchise. As marketing
apparatus and participatory culture, RFH is thus the key to fully grasp the extent of the

transmedid.aw & Order universe.

Because of the way it articulates fiction and news events, RFH storytelling is necessarily
enmeshed within transmedia celebrity culture. For cultural references to be recognisable,
they need to pertain to crime stories implicating celesribr celebrified victims or
perpetrators. As a narrative strategy, RFH thus finds itself at the nexus of the
celebritisation of crime and the celebrification of individuals through TV series. Since
1999,Law & Order: Special Victims Unhhas continuousladdressed the intersection of
stardom and sexual violence through its RFH episodes. This trend has only intensified
since the sexual assault scandal implicating Harvey Weinstein and countless other
powerful men in the entertainment industry and beyonithdftermaths, many TV series
came up with their own RFH #MeToo storylinéhe Bold TypéFreeform, 20172021),

The Good Figh{CBS, 2017), The Morning ShowApple TV+, 2019) to name only a

few examples. Each episode interrogates specific aspecte ahbrication of sexual
violence and celebrity culture. Taken together, they offer a compelling transmedia corpus

to interrogate the celebritisation of sexual violence in popular media.

Celefiction

If RFH storytelling is a feature of transmedia cultusesare famous fictional characters.

| borrow the term&elefictiordf r om Pr amod K. Nayaro6s typol
theorise this specific configuration of fame. Celefictions are recognized by a wide
audience, they arouse the same kind of affective rssgsoas their nefictional
counterparts, and they are produced and consuhredghmass media. Example$ o
celefiction relevant to my thesis include Lisbeth Salander, from the Millennium book and

film series, Hannah Baker and Bryce Walker from the nawel TV seried3 Reasons

Why For Nayar, however, celefictions are not celebrities, rather they are an example of
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what Chris Rojek calls Aceletoidso, i.e. i
celebrityo (2001: 20) . ofedulrable thantother siateddm f a me
celebrities who are forgotten as suddenly as they appeared in the media. Moreover,

another fundamental reason why celefiction

or character they representail$ there is That is, there is no inner or private self behind

the public facedo (Nayar 2009:20). What is
their stories arouse interest despite this lack of private expression behind the public face
as they are, after albnly fictional. Thus, Nayar argues that celefictions could be read as

the archetype of a postmodern condition w

realityo (2009:20). Nayaro6s concept of <cel
fortheind usi on of fictional char actagpad ofi n t h
everyday lifeandcultuce ( 2009: 2, emphasis original). |

operateascelebritiesdespitetheir lack of private expression behind the public face.

To understand celefiction as postmodern simulacrum is to imply that audiences confuse
fiction and reality, which is not the case. The sincere and intense affective relations
audiences cultivate with the characters are real. Just like celebrity, cefsfigtivide a

language to make sense of the world we live in, in all its complexities and contradictions.

The plethora of online quizzes telling us which fictional charaegearefrom X or Y TV

series shows the reach of celefiction in everyday life. Eqyal r e a | i's the vice
involvement in the process of celebrity personification . e . celebritieso
continue performing their own persona in different contexts (Chouliaraki 2012). In the

case of TV and film celefiction, this is paradadly achieved through the cultivation of

the tension between what is fictional and what is real. The corporality that the actors share

with the characters they portray is a primary site where this tension is expressed, but it is

the audience who dissoMete superi mposition of the chara
In other words, it is the viewers who attribute meaning to celebrity performance through

what Michel de Certeau would call multiple acts of cultural poachingyraconnagé

(1990) and, conspiently, give to the fictional characters the legitimacy of their existence.

Celefiction are thus transmedia beingar excellence Comment i ng on N
di scussion of c el ¢hkiicelabiityostatus uiiariineshhait pbwersta at e s
move otside of their primary text into public discourse and through public spaaes
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extrat e xt u al movement which fundamentally def
paragraphBBui | di ng on Nathalie Heinichosal theor
(2011), Marshall uses the wofdersonnag@ the French term for fictional character, to

show the mechanisms at play in the construction of fame in serial media texts. The
common etymology of persopersonnageand persona speaks to the transmedia nature

of fame, and f i ct osgionanltt charactersd uni que

Celefiction are hybrid social beings whose corporality redefines the contours of fiction,
and media gensemore broadly. They populate all spheres of the contemporary
mediascape, but TV celefiction are fascinating examples that best exertiif
articulation of persona and seriality. Writing on the adaptations of 1950s French novels
to the small screen, Sabine Chalhdemersay (2005a; 2005b; 2012) makes a strong case

to consider celefiction as a type of television fa@lealvorDemersaywrg s : A [ f i ct i
character s] were <cast into the reaftm of
(2015hb:96, my translationShe argues that TV celefictiotcome to life through the
mediation of a screen. They exist alongside other social actors whbke persona
similarly depends on the multiplication of their image through information and
communication technologies. As the consumption of TV series evolved with new
technologies, the TV has been replaced by a laptop, a tablet or a smartphone (€. Benn
and Holmes 2010; Combes 2011; Wiard 2015). TV celefistame thus integral to

contemporary transmedia celebrity.

The actor and the fictional character share a bodyta@dV series format enables
familiarity between characters and their audiencerosustained periods of time
(ChalvonDemersay 2011; 2015a; 2015b). Seriality thus blurs the boundaries between
fiction and reality through a form of affective transference that binds the actors with the
characters they embody (Marshall 2014). Moreovetpraccultivate the affective
connections between their-oand offscreen persona to consolidate their public image.
Indeed, affective labour is a lofigne strategy within celebrity culture as emotions and

feelings become a currency through which autledytis sold within both the economy

‘Al Les C®I ®f i ctions] ont ®t ® projet®s au milieu
starso.
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of brand culture (BandWeiser 2012; 201§ and the economy of experience (lllouz
2018).

SVU offers a compelling example of a key celefiction around which popular
representations of sexual violence converge. Olivia Benson, portrayed by Mariska
Hargitay since the series premiered in 1999, is hailed for her continuous and vocal support

of sexual asault victims. Her fame is mediated ByU fans as much as it originates

within the series. Moreover, Benson and her colleagues are key to unlocking the affective
relationality at play irVUtransmedia storytelling. Indeed, RFH episodes aim to produce
agnse of complicity with the seriesd6 audi
feminist solidarities. However, the political potential of these fictionalised accounts is
actualised only if the audience is able to identify the-lifsaksexual assaukcandal the

epi sode refers to. As a resul t, the seri
comments linking the fictional case they are investigating to thdifeavents. These
intertextual comments both claim similarities with rbf sexualassault scandals and

reify the fictional nature of the stories told within the scope of the series. Similarly, guest
stars and cameos function as a playful reminder of celebrity culture beyond the series
while capitalising on the interventions of rdié¢ celebrities in the realm of fiction. Both
intertextual comments and cameos revolve around humour and irony to ground the form

of authenticity labour carried out by celefictions.

Critical discursive analysis of fame

60Cel ebr ity 0 paysecoudarnidanyedtémptat canceptualisinghese terms
underscores different aspget play in theepresentation, productioand consumption

of celebrity cultureThere is aonsensus in the field thatlebrity is not an idiosyncratic

quality, rather it is discursivelgonstructedHolmes and Redmond 201 (As a result,
textbasedanalygs dominate the field otelebrity studieqTurner 2010) Theseare

inscribed within the legaco f Dyer 6s s emi na Wwhicwstudikd starn  f i |
images as ideological sig(k998[1979; 1986). Celebrity textsarea gateway to anake

the ideological underpinnings of populaulture.As P. David Marshal(1997) argues,

celebrity culture stems frorthe development of modern democracieslebrities, as

embodiments of a hypendividualised ethos, are key figures around which power is
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articulated.This body of work sets the tone for a progna@of researclthat is concerrok

with celebrity culture as a vehicle of contemporary power formatelebrity studiess

firmly groundedwithin cultural studiesa field characterised by itsommitment to

fide mar gi n andto analysé aperations of power and resistance in the everyday
consumption of media texts (White and Schwoch 2006tti3)therefore no surprise that
textbased methods, and specifically critical discourse andlg&)}#\ hereaftey, features

prominently wthin celebrity studies scholarship

CDA approaches media discoursesides of power and struggle. It aims to investigate
how social inequality is expressed and legitimized through language (Wodak 2901).
premise is that media representationskarth instrumerg of power as well asa means
through which reality is socially constructed (Van Leeuyegted in Wodak 2001:9) he

aim of CDA is to uncover how language sustggower dynamics anchakesideologies
seem natural or common senEke object of study for CD#s themediation of ideologies
through textgand across a broad range of social contektsjuding verbal and written
communication as well as images and saufWlodak 2001) In this regard, CDA is
comparabldo othertextbasedmethodssuch asemiotics.Yet, what distinguishes CDA
from other textbased approachesiis commitment to analysing discoursesile taking
into account the social context in which they are produceculatel and receivedFor
Dyer, ideol ogi es fare the ter ms i n which
art i c u99&34dndther wordsreading and contextualising the construction of the
star imageprovidesinsights into both thedeological reach otelebrity culture and
specific celebritieskor this reasonCDA is awell-suitedmethodto addresgelebrityas

ideological formation

However analysingameexclusively as a textuglality runs the risk of obfuscating other
dynamicsat play in celebrity culture. For instance, Graeme Turner (2010) calls for
innovative researcho interrogate the formation of celebrity a® industry, as a
commodity and as a cultural formation with a social functiOme of the key questign

he raises pertains the impactelebrityhas orculture(Turner 2010. This questiorbears
important theoretical anethical ramificatiors as it interrogatesthe human cost of
celebrity culture. For instance, Turner cites Jade Gaod\Britney Spearasexamples

of celebrities who have been negatively impacted by theimdnstries who made them
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famous(201013). He alsodiscussesultural studies approaches to famtoechallenge
media effecdtheories. He makesa case for the urgent need to addrespitbealence and
intensification of regimes of fame in contemporary cultuaed howthey impact
consumers. He thus recommends devialp@a multidisciplinary approach that bridges
production, representation, and consumption of faiweording to Turner(2010) to
study the political economy of celebrityquires aesearch apparatus that mobeyond
celebrityastext s har e Tur hmeaves,$suggesntitaxtuahasalysis does
not necessarily fall short in addressing th€&DA is a method that iBnally attuned to

the intricacie®f contemporaryeconomies of visibility.

CDA, with its attention to interteéuality and interdiscursivity, allows me to address the
transmedia nature of fame in more detail. CDA is amenable to my networked approach to
celebrity studies because both draw attention to processes that are hidden or taken for
granted. According to Naman Faircl ough, Ain human mat:t
chains of cause and effect may be distorted out of vision. Heritiquedis essentially
making visible the interconnectedness of
paying attention to patterns of communication while the cartographic approach |
developed organises the material around cultural resondnogbat follows,| explain

my methodology which combines CDA and data visualisation to account for the scope of

celebrityculture and its complemanifestations

The central nodd:aw & Order: Special Victims Unit

Law & Order: Special Victims Urdt sSVU) unique focus orsexually based offences
offers a particularly compelling and rich corpus, and thus constitutes the central node of
my thesis(Cf. Appendix 1 Appendix 2 Appendix 3. Its longevity marks it as a

compulsory text for any feminist study of the representati@exdial violencén popular
media cultures. To this ti 494 original episodes have aired since the series premiered
in 1999. Its trademarkRFH episodes constitutes an annotated chronology of the
mediatisation osexual violencén the US over the last 20 yeaMy data sampling thus
started with the list 0BVURFH episodes compiled by viewers and fans of the series on

the Law & Order wiki, which includes hyperlinks to Wikipedia articles detailing the
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specifics of each ca%d crossreferenced each identified RFH episode from that list with
the SVU episodecatalogue listed on IMD and the episode summaries &VbH s
Wikipedia page. This triangulation of usgenerated sources enabled me to ensure the
best factual accuracy. | supplemented this inventoSMRFH episodes by immersing

myself within theSVUuniverse.

Because of my focus on the celebritisation of sexual violence, | focused primarily on
episodes dealing with specific cases. As a rule, these are identified 8Vtheviki
database using the name of the perpetrator, with a few exceptions using the tfzne of
victim. In rare instances, the cases@taloguedhrough referenco a notorious event.

For example, the victim of the Steubenville High School rape case remains anonymous to
this day, but her story has been fictionalised in RFH TV series episb884J(S14E20),
Degrass(S13E2324; S13E3738), a flmThe AssaulfLifetime, 2014), and a novéV/hat

We SawHartzler 2015). | discarded the few episodestredaround hate crime, murder,

ki dnapping or abuse that didrbintake intd accoumtd v e
events that were nédcused orspecific people, such as RFH episodes on the C@\ID
pandemic in season 22. This systematic sampling process still resulted in over 200
episodes, which attests to the textual richnevjand it relevance as central node of

the cartography this thesis carries out. However, its sheer scale still made this set of
episodes difficult to manipulate. Consequently, | applied a technique inspired by snowball

sampling to this corpus of texts.

Snowball sanpling

Snowball sampling is used in audieriz®sed research to recruit participants on a referral
basis |t is arespomentdriven sampling technique whereby participants share contacts of
people they know who meet the criteria and might be interestéakimg part in the
researcl{Tenzek 2017)Through this referral process theol of participants grows. The

visual repreentation of this recruitment technique is an arborescence, eshiaped

5 List of Law & Order: Special Victims Unit Ripped From the Headline episodes:
https://lawandorder.fandom.com/wiki/List of Law %26 Order:_Special Victims_Unit Ripped_fro
m_the Headline episod&ate accesse@5 July 2021.
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graph which translates the social network of the participdntsny snowball approach
to texts, Ifocused orSVURFH episodes which led to other media teXtsese include:

- Episoces which present a fictionalised account of severallifeatases e.g.,
fiReasonabl e Doubto (S15E22) bl ends el
Polanski and Woody Allen.

Woody Allen
sSvwu
“Reasonable / Frank
Doubt” Maddox
S15E22, 2014 Roman
Polanski

Figure 1: Example of RFH of two redife cases

- Episodes of cases that have béetionalisedin otherTV series, films, novels

€ Mme

eg,iDevastating StoryoEMB&aG6ENLS Mativegss z D 8 S p

Performance (Carry That Weightwhich was also the inspiration fdhe Bold
Typeepi sode fACarry the Weighto (S1E10)

Emma

Sw Sulkowicz The Bold Type,
“Devastating / Heather ¢ Mia “Carry the

Story” Manning Lawrence’ Weight” S1E10,

S16E18, 2015 2017, TV series
“Carry that Weight”,

2014-2015, art
performance

Figure 2: Example of multiple RFiftom different TV series

- Episodeswhich rely heavily on other media texteg, A T h e srNoeowno
(S18E16) dr aws o0 n-eddin€he duffiegton Rbg2015)sandn 6 s

op

Vice (2017) , as wel | as M e Setyien for Werke (ROLE). s me me

Incidentally, theSVU episode precedes by a few months the publication of
Car | s on 0Be Fieree(@@lva)rand the filmBomnbshell (2019) presents a

RFH account of the same case.
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Gretchen ’::) usl;flr;got;)g Be Fierce, Vice, 2017b,
f Carlson gl.’Jest ' | 2017a, memoir | gy et column
Heidi column
“The Sorenson
Newsroom”
S18E16,2017 ~ Margery
Evans Bombshell,
2019, film
Megyn Kelly Settle for Mor.e,
2016, memoir
L F

Figure 3: Example of RFH as multimedia nodes

- Episodes which are inspired by celefictiomg., i Br anded o (S12EO0E€
AContrapassoo0o ( S1Bhe GiB yith the BragonnTatipahe ed by
novel (2005) and two film adaptations (2009; 2011).

“Branded” Camille

S12E06, 2012 . Walters '

The Girl with The Girl with The Girl with

Lisbeth the Dragon the Dragon the Dragon
Salander Tattoo, 2005, Tattoo, 2009, Tattoo, 2011,
novel film film

“Contrapasso” ~ Evelyn }

S19E03, 2017 Bundy

Figure 4: Example of ripped from fiction

In practice, the snowball approach textbasedanalysis is an elaborate quest for
intertextual cluesvithin SVUepisodesusing paratextual elements to conduct a targeted
searchThis snowball approach is applied in several rowardban arborescence eges,

with some of its branches merging at different levels. For instancBMbe pi sode A No
Good Rd&XHASE04isoinspired byl3 Reasons Whyhe novel (2007) and the TV

series (201-2020). The second season 8 Reasons Whgoncludes with a rapeiat

verdict that isalmosta verbatimreproduction of the redife verdict of thePeople v.

Turner (2015) which was already tned into aSVURFH epi sode fiRape |
(S18EO05)(Cf. Appendix 2and Figure Q)This example shows the scope and circulation

of cultural references at play in the celebritisation of sexual violefoe.result is a
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transmediaetwork of what BaneiVeiser callgifeminist flashpointé (201&), i.e., media

events thabpen up and constradiscourses around sexual assault in the public sphere.

The question of genre

The corpus that emerges from this snowball sampling is heterogenous in terms of media

type andcontent. There seems to be a tradition in cultural studies to build case studies
relatively homogeeous in terms of genre. This is a valid approach to ensure
generalisability and comparative analysis. In addition, CDA privileges a corpus ®f text

within aclearly defined genre. Indeed, CDA situates texts in relation to their context of
production, and weltlefined genres help establish the boundaries of analysis. As Reisigl

and Wodak (2001) argue, intertextuality and interdiscursivity are necessarily tamhnec

to the question of genre. At first glance, my multimedia corpight seem at odds with

the sound principles of cultural studies and CDA. However, as | discussed at the beginning

of the present chapter, cultural studies is a discipline which defigel§ @round its
commitment to analysing relational dynamics of power. Cultural studies is characterised

by an ongoing investment in innovative research methods that contribute to the expansion

of the field. As White and Schwoch argue, in terms of methggitdbframework, cultural
studies should be approached as fda site ¢
method facilitates the development and response to social, cultural, and intellectual
transformations; it proposes strategies of intellectuantion instead of disciplinary
containmento (2006:7). Using CDA in conjul

address the cultural processes through which power is organised.

The cartography illustrates the ways in which feminist flashpoints enfesge the
convergence of a range of media texts across cultural hierarchies. Mapping the corpus
allows me to flatten these cultural distinctions and dedicate equal attention to texts which
would be deemedhigh-brow§ such agolitical performancert, documentary, film, and

other texts which would be considerddw-browd such as TV series, celebrity news,
magazines, newspaper, blogs, interviews, memoirs, social media posts, etc. In addition, |
am not rejecting the case study approach because dustive and attuned to micro
attributes of texts. Juxtaposing several case studies pieces together specific systems of

meaning to give rise to more complex patterns. The cartography enables me to retain the
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specificities of each media genre whilst reinsicry each case study within a system of
visibility, riddled with tensions with regards to representation of sexual violence,

victimhood, and feminism.

More specifically, what emerges from this corpus is an analysis of the celebrity
confessional (Redmond @8) as a specific genre of public speech. The celebrity

confessional lends itself to all dimensions of the celebritisation of sexual violence;

whet her it iIis to share personal stories of
sexual violence allegjions, or engage in argexual assault activism. As Wodak and

Meyer argue, fApower is signalled not only
by a personés control of a social occasion

sheds light on the ways in which the celebrity confessional becomes the main genre
through which narratives of victimhood are mediated and granted cultural value.
Furthermore, the cartography shows how this performance of the self is mediated through
various mediattannels, from talk show interviews to social media posts. | acknowledge
that this approach to media genre might obfuscate industrial logics or nuances in
representation. However, designing a methodological framework for research always

involves striking alelicate balance between scope and depth.

Media cartographies

While CDA draws on intertextualityristeva 198% in the way it attends to thmplicit

or explicit traces of other texts within the text analysag snowbalinspired approach

is slightly diferent. CDA uses texts as a wgof analysis and relies on a corpus constituted
through systematic sampling criteria such as date range, type of publication, keywords,
etc. However, this approach is of limited use when the intertextual clues requite minu
textual analysisttuned to the intricacies of each RFH cas®] thecorpus amounts to
roughly 150 hours o&udiovisual content.My approach thusttempts to solveéhese

issueddy slightly tweaking CDA without compromising its rigour.

CDA follows the legacy of grounded theqi@T) (Glaser and Strauss 1967), whereby a
constant dialectic movement between data collection, analysis, and theorisation is the core
dynamic of knowledgeroductionIn more conventional approaches to CDA, this means

providing elements to contextualise the téxtake this approach quite literally with my
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methodological approach which maps how each text relates to each other. In fact, it is the

cartographythat drives my selection of case stud{€f. Appendix 1 Appendix 2
Appendix 3. More than just a data visualisation toible diagrams produce the analysis
because they articulate the resonances and tensions between case studies. It follows two
GT sampling principle axial coding and discriminating sampling. The former
recommends finding the most extredifferences between the texts analysedile the

latter entails selective coding to highlight under exploited categories or relatisnship
between categorigsStrauss and Corbin 1990). Diagraare indeedecommended by
grounded theory scholate illustrate relationship between categorigstscher et al.

2000).

The downside of this nerandom approach to sampling is its lack of gensahllity. This
is however not éimitation sincel am not conducting quantitative analysis of ttf&vU
RFH episodesFurthermore, snowball samplingnsuresreproducibility ofthe project
Other scholars wouldraw a similar analysidy using the same methods, albeith
different case studie&inally, the RFH snowball method ismaethodological toolkithat
could beused to interrogate the nexus of celebrity culture with social issues other than

sexual violence

This approachalso makes a compelling case for a horizontal approach to knowledge
production lecause of its reliance arsergeneratedources, as well as my own cultural
references. It highlights the continuity between scientific and everyday expertise. As
Titscher et al. argud ever yday knowl edge is not strucH
knowledge. It is an indispensable resour@ethe scientific process and must be made
useful t o .i NMy. methoddo@idal0 fram&@nprk thus espous€sD A 6 s

commitment to challenging power haégchiesand pushes it to its fullest potential.

CDAG6s <centr al tenet i s ust toartive. Jleewnethod thss pr o «
accountgor media texts as sites of strugdleat are also sited competing meanings and
ideologies. Reisigl and Wodakq2001) approach to CDA is abductive because,
following the legacies of grounded theory, the categgodf analysis emerge from the
dialectical movement between theory and data. Their main corsckaw authority is

constructed through discursive strategies like refsrgrpredication, argumentation,
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perspectivation, intensification and mitigation (Me2801:27). In other words, they look
at how key figures are identified and namaddwhethertheir attributesarenegativeor
positive. They also look at how processes of inclusion or exclusion are delineated through

specific arguments, privilege certgirrspectives over others, and use rhetorical devices

to amplify or mitigate certain political ¢
approach is thus uniquely equipped to inte
speako? ( Sydk efiswh2o0s1e7 )pea sonal I's more politdi

In addition, their attention to intertextuality and interdiscursivity is key to contextualise

CDA within the sociepolitical events. This discourdastorical approach is key to

celebrity studies as fame is geographically and culturally circumsktifseugh local,

national, regional and global contexEor instance, some celebritiediscussed inhis
thesisbenefit froman international recognition like Weinsteini whereas others are

limited to specific regional contexts and/or communities. For instance, | became aware of

the celebrityadvocatesliscussed ilChapter because | was involved studentled ant-

sexual assault activist groups during my undergraduate studies at McGill University
(20092013). This example shows how fame can span across two countries (the US and
Canada) but be circumscribed &riain communities (higher education student activism).

Indeed, as Samita Nandy (2015) argues in her analysis of the Canadian startbgstem

cultural and political resonances between the US and Canada are multiple and complex.
Any analysis of fam¢husneeds t o account for Athe natio
their global reach and the | ocal or 06gl oca
and Redmond 2010:5)Yet, this examplealso demonstratethat this enterprise is
necessarilyshaped by the research&i®wvn positionality and celebrity attachments
(Redmond 2014). Ae valorisation of knowledge production rooted in the everyday and

their inevitable partiality are two notions widely theorisadfeminist studies In the

following section, | discuss the implications of my cartography of the celebritisation of

sexual violencéor feminist theory

Feminist cartographse

Diagrams are widely used in scientific fields to make visible specific features of the

phenomena analysed. They support written explanation beyond the constraints of written
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words. As a form of scientific visualisation, diagrams thus constitute an epigieantice

(Priest, De Toffoli, Findlen 2018). While there has been little theorisation of the use of
diagrams in feminist theory, their use is more ubiquitous thannaugd expect. Sam
McBeands geneal ogy of t he f ednarts busalsowhatagr am
she calls fAdiagrammat i ¢ dtometgphorsavhighare ¢ftén0 2 1 : 2

translated into diagrams in teaching. McBean (2021:219) provides the following

examples of such diagrammat desban cordimquend y 1| nc
(1980), M a doird lcagen of $exisgne 588 3 ) , P e g &kiyapsdk df nt o s h
white privileged( 1 98 9) , J u @heterobexudl matrix@990),sand Kimberlé

Crenshawdés theory of intersectionality (19

These widely cited examm@eof diagrammatic imagery reveal the dynamic nature of
diagrams. Each of the abeugentioned examples have been taken up in academia and
beyond and have supported a rich theorisation (Cf. Hancock 2016 for a genealogy of
intersectionality for instance). Dgeams are social practices as they are informed by
scientific and cultural contexts they are producedimd in turn shape the field (Priest,

De Toffoli, Findlen 2018). Indeed, their function is more than mere illustrations, they can

be manipulated to gerate new hypothes (Priest, De Toffoli, Findlen 2018). McBean

remarks that maps and charts@oéoftenaddressed in critical engagements with feminist

theory. Her analysis retrieves-Gr ace At ki n s on 6frem tde famgnista ms (1
archive. Thesehartsmap womendés oppression as wel/l as
a revolution against the patriarchy. Diagrams are thus political tooldiigatose power

dynamics othe present and sketch possible feminist futures.

McBeands genealogy of feminist diagrams s
power dynamics. They reveal the work of ideologies and how texts have been shaped by
their cultural contexts. This use of diagrams as epistemological tools to address power
dynamics can also be found in cultural studies. For instance, the circuit of culture (Du

Gay et al. 1997) is a theoretical framework that allagt® think througHive key aspects

of the cultural dimensions of any given media artefadte., representabn, identity,
production, consumption, regulatiofhe circuit of culture has been adapted to the study

of celebrity by Redmond (2019). His circuit of celebrity affect addresses how affect,

aesthetics, and embodiment generate sensory connections besnwsemd celebrities
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that are suffused with powelore than visualisatiorthe circuit of culture and the circuit
of celebrity affectrigger ananalysis of complex cultural and media phenoan@iney
highlight how each cultural dimension infosieind impats one anotherand how cultural
and political economy are mutually constituti¥es. aresult,my use ofcartograpresand

CDA supports an analysis wisibility asa series ointerlocking systems of oppression

There are three mapsith one for each part of the thesisppendix 1: Cartography of

Celebrity Victims maps the circulation of sexual violence testimoniarsalysed in

Chapter 2 CelebrityVictims andChapter 3CelebrityVictims Appendix 2:Cartography

of Celebrity Perpetratorsoutlines the case studies that undenpiy discussion of the

celebrifcation ofperpetrators developed @hapter 4CelebrityPerpetratorandChapter

5: Celebrity Perpetrators Finally, Appendix 3: Cartography ofCelebrity Advocates

records theadvocacy work analysed @hapter 6 Celebrity Advocatesand Chapter 7

CelebrityAdvocatesAll three useéSVUas a central node tnapout systems of visibility.

The chapterds mirrored structur &eachsmap epr od
deals with how celebrity victims, celebrity perpetrators, andtelebrity perpetrators

negotiate their claim to victimhood@he lowersection is dedicated telebrityvictims

celebrity perpetrators andcelebrityadvocatesThis spatial organisatiobrings eachof

the pairedchaptergogether.

Colour codingis used tocomputedifferent types of celebrification that make up this
transmedia corpus. The blue rectangles represent works of factebtitles ofSVUare in

bold. The purple rectangles indicate celebrity confessional texile light grey rectangle
represent organidans People are identified with aellipsis Because this project is
interested in the politics of fictionalisation, fictional celebrities are highlighted in shades
of orange. Light orange indicates fictional characters whose fame is constrained to one
work of fiction whereas the darker orange marks transmedia celefi¢ctioaddition,
ellipses representing fictional characters are smaller and attached to the work of fiction
they stem from, whereas celefictions are identified with standalone ellipsisuallyi
mirror other types of celebritie€elebritiesfrom the entertainment industry are in red.
Celebrified victims, perpetrators, and advocates are in yellow. Fiaaltyys are used to

visually representhe process of fictionalisation at playRiH. The RFH episode points

43



to the realife case it draws onOverall, these cartograplkes delineate the complex

operations of visibility at play in the spectacularisation of sexual violence.

Feminist ethics

Working on the celebritisation of sexual viote requires a methodological apparatus
that addresses the ways in which social inequalities are reproduced and legitimised. CDA
iswellsui ted for t hi s ppoblempar sseieorkerder aather éhani t i
paradigmo r i e nt e d d499%:1V)almotheriwpréts, the aim of CDA is not to uncover

the linguistic dimension of texts, but rather to reveal how power is legitimised through
communication. CDA is thus a method that is explicitly political as it attempts to generate
strategies to chl | enge domi nant i d e oCGritccag iDiscourse V a n
Analysis, thus, emphasizes the fact that the scholarly enterprise is part and parcel of social
and political life, and that therefore also the theories, methods, issues aiséldetian

indi scourse studies are always politicalo
terms of feminist ethicsvhy studyafew celebrities rather than the majority whose voice

is systematically silenced and marginalised? The answer is twofold: agadystems of
visibility reveals processes of exclusion, and a critical analysis of the celebritisation of

sexual violence reveals the fallacy of a feminist politics of visibility.

Many feminist media scholars have addressed the challenges of writing sexoal
violence in the aftermathe #MeToo0.Thinking of #MeToo as a media event contributes
to its depoliticizationwhile castng it as publicity rather than politics (Savigny 2020).
Another way in which #MeToo can be depoliticised is when the onlysfaz on
individual perpetrators (Boyle 2019). Similartg,focus on the stories of famous women
is to hide the underlying structure of power, especially the ways in which the movement
against sexual violence is-opted by white women to exclude womenaoolour, sex
workers, and trans people (Phipps 2020)sum, these critiques point to the ways in
which feminist flashpoints centre the experiences of whitegeigleredablebodied
women. These critiques, especially thter one, are not new. The exslon of women

of colourfrom feminist mobilisations against sexual violemes been well documented
by scholars like Angela Davis (1981), Kimberi@enshaw(2005 and AngeMarie
Hancock(2016 to name only a few
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A critical analysiof the unmarked

One solution to this conundrum is to-peliticise #MeToo by contextualisng it within
histories of feminist activismdg-or instanceSavigny (2020) suggests that ¥oEus on

the stories of women who are not celebrijtisd on the micrdevel and cumulative
experiences that legitimise sexism and rape cultdoevever, ordinary women are not
exempt from the logics of famas my analysis of celebrifiedctims (Chapter 3 and
celebrified advocategChapter J will show. Furthermore, such a stance eschews the
thorny questions that arise from the celebritisation of sexual violence. For these reasons,
| chose to focus on celebrity matives rather than focusing on media representations of
marginalised communities. My choice to focus on those who benefit from a large capital

of visibility is both a methodological and a political one.

Mapping a system of visibility reveals the powerusture that upholds itDevoting

critical energies to elements of contemporary life that are taken for granted foregrounds

the ways in which thesgork asinstrumens of power.Analysingthe spectacle of sexual

violenceas a system of visibilitgllows meto address thpolitical economy ofvhiteness,
heterosexuality, cigendeed and ablebodied identities Throughout the thesis, dsk,

Awho gets twhosspee ako?ioc ea nids fih e a raWwhose gotesa s n o
aredelegitimised, silenced, or excludedls Savi gny argues fAwho de
and to speak, to have dominant roles in society, and indeed the fact that there is a need for
dominant roles at all, is bound up with the ways in which we focus on indigidna

their attributed worth witToiuse aghotographyc i a l
metaphor, the epistemological move | suggest is to address the celebritisation of sexual
violence as a negative tmcover the real picture of sexual violenées. Ruth Wodak

(2001) argues, the production and consumption of discourses need to be situated in time

and space to gain insights into the workings of ideology, but also to oatsome
opportunities for resistance. It is because of this dual commitmentetrythand
pragmatism that ACDA is not onlprogramoschol at
researcho (Van Dij k Mdneethaddogical apparptiséedqualy or i g

aresearch methoanda means to elaborate a political project.
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The triangulation perpetrator, victim, advocate

Including chapters dealing with perpetrators alongside chapters dedicated to sexual
assault victims and advocates is another complex epistemological choice | dealt with. On

the one hand, focusing on perpetratorsebfuat es vi cti ms 6 experienc
centringthe analysis solely on victims and advocates runs the risikgj@ttifyingthem.

Karen Boyle(2019)justifies the inclusion of Harvey Weinstein in the case studies and the

titte of her book on #MeToo by insisting on the political importance of naming
perpetrators, especially when nRdisclosure agreements were the tools mostly used to
maintain a systemf@buse. In addition, she argues that writing about sexist violence runs

the risk of making mends violence a womenbo

However, she recognises that building an analysis of sexual violence around individual
perpetators can reify the figure of the exceptional and monstrous ,othkich
paradoxically exonerasghem from their crimes. She offers the following solution to

r e ct i fby platirgiths discussion of Weinstein, Kavanaugh, Savile and others in a
broade context informed by feminist scholarship on representations of male perpetrators,
the individual monster begi nsBoyle®019i09p k | i k €
Boyle masterfully managethese connections throughout her boGkapters4 and 5

emulate this through the use of cartography and maps, as well as through academic writing

and through the mirrored chapter structtetebrityperpetratoand celebrityperpetrator

Finally, the categoriebuse, namelyictims, perpetratorsandadvocats, which inform

the selection of case studies and the structure of the thesis, suppat myekey
argumers: for sexual violence to be spectacular, claims to victimhood need to be equally
spectacular. As | proceed through each chapter, | discusdiffevent configurations of
fame and sexual violenceé celebrity victim, celebrity victim, celebrity perpetrator
celebrityperpetrator celebrityadvocate, celebritgdvocatd seize and enact victimhood.
What interests me is the way in which each of these six figures are informed by one
anotherMy aim is to map outhe ways in which claims to victimhood circulate within a
system of visibility. For this reason, | find the triath@y model(featuringwhat Karpman
conceptualises dsedramatriangle) helpful to think through the triangulatiaf victim,
perpetratoradvocate.
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In clinical psychology, the drama triangle is a social model of interaction developed by
clinician Stephen Karpmarl968 to address dysfunctional relationships at play in a
conflictual situation. There are three roles in this model of interpersonal conflict: victim,
persecutor, and rescuer. These roles are not static, and participants rotate through each of
these characteduringthe dispute. The drama triangle thus maps the shifting attribution

of personal responsibility and control over the conflict. The applications of this model are
very different from my research aims. Indeed, political interventions in the pub&cesph

to address the ubiquity of sexual violence cannot be equated to individual strategies for
conflict resolution. Nonetheless, | find K
it conceptualises each role as dynamic and interrelated. In addigodrama triangle is

a compelling visualisation of the ways in which claims of being victimised trigger
different positions. The thregart structure of the thesis is inspired by this triangulation

as it addresses how victimization is invoked to authetetitaee configurations of fame

in relation to sexual violence: celebrity victims, celebigrpetrators and celebrity

advocates. Each contribute equally to the spectadexafal violence

47



CHAPTER 2:CELEBRITWICTIMS

One of the main ways in whigexual violencés cast in the public eye is throughlebrity
survivor narratives. The contemporary me (
di s cl| o s#veTeodCobbi akdeHoreck 2018) which foreground the sexual violence
testimonies as political strategy in the hope that it will spark political action and foster

social change. ThougMeToo and its aftermaths may fdide animportant feminist

reckoning unprecedented in its reach across ssmmomical spheres, the hashtagged
testimonies represent only a fragment of staries of sexual violence which have been
circulating in the public sphere since the 1970s (Cuklanz ;12060; Horeck 2004;

Projansky 2001). Breaking the silence to end endemic sexism is a political strategy that

has been deployed over several decades by feminists.

In fact, Tanya Serisier arguesh a t i f erape poitics is foanded on the belief that
producing and disseminating a genre of personal experiential narratives can end sexual
violenceodo (2018 :@pgaking 8uhaes uan dfeoarsmaafis inarr a
(Serisier 2018:4)aoted in the legacies of second wave feminism which offers a specific
grammar to the telling of onedbds story. I n

testimonial genre with distinct themeharactersand story arc. Her analysis of public

rapetest moni es highlights their common narrat
transforms herself into a survivor throug
embodies the neoliberal ethos of gelf ansf or mat i on. Serisieros

that personal accounts of sexual violence that circulate in the public sphere are not
politically neutral. Whil e 0s psexadtiioternce out 0

and feminist politics, it also articulates specific modalities of public persahhoo

SVUdeploys a similar understanding of feminist amafe politics: each of its94 original

episodes aims at raising awareness on the isssexahl violencdy featuring fictional

sexual assault storylines. Every episode opens with an-@iggatic voice that
announces: Aln the criminal justice syste
especially heinous. In New York City, the dedicated detectives who investigate these

vicious felonies are members of an elite squad known as the Special Victim$hése
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ar e t h e iltheresvithdoregreuads the stories of fictional sexual assault victims

and the professionals who investigate and
commitment to publicly share fictional storiess#ixual violeceto foster social change
constitutes a variation of the narrative p
episodes ranediatespecific ideological operations eexual violencdestimonies, thus

constituting their own grammar of O&éspeakin

SVUis a police and legal procedural drama, which resorts to a formulaic narrative arc
through most of its episodes: a crime is committed, the SVU squad investigates, the rapist
iscaupt and stands trial which often | eads t
is not only shaped by the industrial imperatives of network television and the commercial
success of the origindlaw & Order and other police legal TV series. It also gnds

these cathartic storylines in the politic:
story with social justice. Indeed, a victim has tottedlir story for justice to be served and,

as a result, the series includes cross sequences that wer e i n mul ti pl e
depositions. Similarly, the series features frequent-kétpiests and forensic exams so

that a victim can share the storytbeir assault even ifhey areunconscious or dead. In

addition, the structure of the episodes refléitis emphasis on the importance of victims

coming forward since most of the assaaltcurs outside the diegetic frame of the séries

The visual representation of injured bodies are also the means through which the series
attestdo the veracity ofthelpai nt i f f 6s c¢cl aims. This is sig
a competitive discursive arena wheexual violenceéestimonies are often met with doubt

or disbelief.

The frequent fictionalisation of relfe cases constitutes another narrative strategy to
legitimatethe testimonies of sexual assault victilR$H episodes are contingent on the
already publicisedexual violencgéestimonies and rely on verisimilitudelegitimise the
feminist commentary made by the seriesbo
antithetical to reality, rather it is a mode of storytelling through which the affective reality

of sexual violencés made visible. The series thus restwtsodes of televisual fiction to

6 This was the case until recently. In its most recent seasons, the series has increasingly included
depictions of assaults in its popening credit sequence.
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establish Ospeaking out 0 -rape adasocgey. As@aocesull,i t i on
SVU episodes present a narrative structure that is both informed by, and shapes, the
grammar of breaking the silence and its nareapolitics. As Lynn Higgins and Brenda
Silver argue, Aiwho gets to tell the story
definition of whatrapeso ( 1991 : 1, emphasis original).
that the affective reality of spectalar sexual violencestories shapes popular

understandings afexual violencend victimhood.

While I am not contesting the political importance and relevance of such personal stories,

| offer a critique of feminist politics solely defined in terms ofbility. | am particularly

interested in the spectacular quality of breaking the silence and its narrative politics. In

what follows, | interrogate the ways in which batbxual violenceand victimhood

become culturally invested issues that articulatedtbeursive effects of power on body
politics. Drawing on Horeckds conception o
which operates as cultural fantasies of power, | ask: is victimhood also a public media
spectacle? For Horeck, fantasy and spectrel@ot antithetical to reality; on the contrary,

Acul tur al i mages of rape serve as a means
public spaceo (2004: 4) . | nserudlki@dencéunationd s, me
as a dramatization of the cplex operations of power. It resorts to codes of fiction to
articulate the affective links between violence and its representations. If victimhood is a
spectacle, what is the role of fiction in mediating the affective realisexfial violence

and the costraints of thespeaking ouinarrative genre? Because of its sheer volume of
episodes focusing exclusively on sexual assault storyl#s),provides a compelling

case study to interrogate the spectacle of sexual violence and victimhood. In addition,

RFH is a mode of storytelling that weaves in fictional and-tealf e O speaki ng
narratives. It thus functions as cultural node through which different narrative politics of

sexual violencéntersect.

The impact of the celebrity industry on sexual assault victims constitutes the central
storyline of anumber #VUe pi sodes, including AFunny Val
Trickso (S13E11) and (@fTAppendiNl Whe firsi mresents @ S 1 8 E 1
fictionalised account of the heavily mediatised domestic violence incident perpetrated by

singer Chris Brown against singer Rihanna in 2009. The following two tackle the
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emotional and physical exploitation ofteess Maria Schneider by her-star Marlon

Brando and director Bernardo Bertolucci on the séfthef Last Tango in Parig 1973.

The third episode also attends to the sexual harassment allegations by television anchor
Gretchen Carlson against Fox Newsiciman Roger Ailes and the subsequent 2016
lawsuit. These episodes facilitate a discussion of the gramn@apediking ouwiagainst
domestic violence, sexuabksaultand sexual harassment across several spheres of the
entertainment industry namely musiccinema,and television. In addition, the timeline

of these RFH episodes speaks to the changing terrain of the intelligibilggxofl

violencenarrative in the media.

In the following analysis, | consider RFH as a mode of storytelling that enalri¢is|@ec

of the impact of stardom on victims of sexual violence. First, | argue that RFH constitutes

a narrative politics of Ospeaking outdé th
celebrity culture. However, its potential for feminist critiqueinsited because it turns
postfeminist victimhood into a spectacle. This is most salient in the figure of the young
celebrityv i ct i m who needs to 0apprbecpmeiacelklity,y 6 ma
awoman,and a survivor. | show how Rihanna and Maria Schneider embody a resistance

to this postfeminist model of victimhootthen move on to discuss the ways in which
celebrity confessional frames postfeminist victimhood within a rebranding of feminism.

An anal s i s of Gretchen Carlsonos celebrity
victimhood requires the commaodification of victimhood and feminism to resolve the

tensions that stem from the branding of victimhood.

For Sean Redmond (2008he celebrity confessnal 1 that is, any moment in which a
celebrity engages in revelatory actss the dominant way in which fame is constituted.

He argues that the celebrity confessional or celebrity scandals are moments of exposure
that carry the promise of anauthengcwv e | at i on whi ch coul d gi ve
drued self beyond their public image. The celebrity confessional is a performance of
authenticity and intimacy in which celebrities reflect on the business of being famous,
engage in selEriticism, and display some degree of emotional interiority, thus
consolidating their celebrity brand. As a result, an essential field of inquiry for feminist
celebrity scholars is the monetary circuit generated by scandal, revealing who benefits

from those moments okposure (BaneWeiser, 2018). Furthermore, the gender politics
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at play within the celebrity confessional also need to be interrogated because of the double
standard of celebrity scandal that frantiee male celebrity as a tortured artist and the

female céebrity as a tragic figure.

(Postfeministvictimhood

The narrative structure of the series reflects the simultaneous promotion and disavowal of

feminist values. As Sujat@bdoeptsodnd &isa

its rippedfrom-theh ead !l i nes narrative style defi es
(2017:21). The series displays a complex engagement with feminism. It endorses the
second wave feminist precept that speaking out agsgrsal violencewill lead to social
change. At the same time, the main protagonists promote carceral feminisnséxeald
violence. This statsanctioned feminism contains the narrative politics of feminism to the

public sphere but presents privatisedusiohs to systemic issues. For example, main

a

charactes Ol i vi a Benson and Amanda Raol Ifiems né sind

(Sandberg 2013) which tackles inequalities in the workplace while upholding neoliberal
ideals of the entrepreneurial self as thieison. They are portrayed as hard working and
competent detectives: rather than being
movement, these qualities alone account
masculine environment. If feminisbgls have been attained in the fictional SVU squad,
Benson, and to some extent Rollins, voice feminist understandsexoél violencand

act as spokespersofor disenfranchised victims. Consequently, 8\U protagonists
embody a form of femininity ergnched in the rhetoric of choice and agency. In contrast,
sexual assault victims are almost exclusively secondary characters, and they typify a

femininity subjugated tgexualviolence.

This coexistence of subjective and victimised femininities on senegthe entanglement

of feminist and antfeminist concerns are characteristic of postfeminist media culture
(Genz 2009).SVU episodes thus bring to light a specific postfeminist grammar of
O60speaking outoé. The ser i esmebsexuat\golemam ds a
feminist politics within a fipostfeminist
realm of the series is a profoundly embodied experience:kiggpand/or posmortem

exams are given the same if not more importancethane vi ct i més or al
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addition, the focus on DNA as irrefutable evidence reinforces the idiosyncratic quality of
sexual violencdestimonies. The injured body becomes a canvas on which the value of
femininity and feminism are inscribed. Thisamgulation of victimization, femininity and

feminism (Genz 2009) is further consolidated through the rhetoric of choice and
empowerment of individual accounts of sexual assault, which becomes most salient
during trial scenes. Benson will often assist thi2.A. to get the victim to testify in court,
insisting that di sclosing onebs experienc
individual empowerment. If speaking out is a personal decision, it is presented as the most
legitimate choice because itjtires a shift from objectification to subjectification. In other

words, it enables the transformation from victim to survivor which constitutes a

particularly marketable modality of public personhood.

Indeed, S V W dnarketability is inextricable from itsrquuction of weekly episodes
centredaround sex crimes for 20 years. The postfeminist narrative politics of the series
posits fictionalsexual violenceictims as subjects whom female audiences can identify

with. At the same time, the routine violation of female bodies on screen dexos
violenceinto a spectacle and victims into objects of consumption. As Yvonne Tasker and

Di ane Negr a nstrucgon ef,wonien asebothc smbjects and consumers, or
perhaps as subjects only to the extent that we are able and willing to consume, is one of
the contradictions of the core of postf e
postfemini steagkrianngmaoru todf abérstpp cul ates the te
sexual violencén the public sphere in an explicit manner. While fpstson accounts of

sexual violence raise awareness on the issue and produce individual empowerment, the
cathartic storyhes depoliticizesexual violenceby making it more palatable and
marketable within neoliberal testimonial culture. Thus, within postfeminist media culture,
6speaking outdé is the key component of the

as both a femist and neoliberal project of the self.

Genderyace,andcelebrityvictimhood: Rihanna

This dynamic is salient in theMichpGreewde 0 F
Ri hannads RFH fictional ¢CbAppendxr)pGaeenisa as al
19-yearold rising singer who is hospitalised after her boyfriend and duet partndropip

53



star Caleb Bryant, brutally assaults H&v.Uportrays Green as subjected to the whims of

the men in her lifavhosecontrolling influencederives from the celebrity culture in the

music industry. Like Rihanna, Green refuses to press charges against Bryant because she
doesndt want treerof be sepnaas avictime Thé vweays incwaich regimes

of fame operate in mediatised sexual assault trials is evoked through intertextual
comments. For example, sergeant Munch sarc
Micha Green] should go on a doebl dat e with Chris Brown e
intertextual example points to the multimedia and rrtektual nature of celebrity culture.

As a result, the critique of celebrity culture voiced by the fictional characters becomes
affectively real. Through fiabnal storytelling,SVU also cements the celebrification of

Ri hanna as a domestic violence survivor. S
live apology as something dAright out of }
basket bal Iliccpnfessiores amidst apaguelly highly mediatised sexual assault

trial. These references to rddé celebrity trials are a shorthand®v¥W s cr i ti que o

intersection of sexual violence and fame.

The episode also features three cameos from USrdedsi Perez Hilton, Sue Simmons

and Wendy Williams. More than just a strategy to increase ratings, these celebrity cameos

are another narrative element that mediate the affective reali§vobs cr i ti que
stardom. Perez Hilton, founder of celebrggssip blog PerezHilton.com, appears as

himself in two clips from a fictionalised version of his blog. The first clip shows detectives

Amaro and Tutuola arresting Bryant outside a nightclub, which has gone viral. The second

clip displays the leaked poligeh ot ogr aphs of Greends tumef i e
did not release t he 7peisihstrumensal iroséttingRthehmeedian a 6 s
circus around the case in the fictional worldS3U. Through this cameo, Perez Hilton

draws attention tahe ways in which celebrity gossip sustained a gendered regime of

surveillance.

Reallife news anchor Sue Simmons is the second celebrity cameo and her live géport

the case for fictional news broadeastVPQG punctuate the episode. Simmons is first

" The pictures were broadcast by TMZ, another celebrity gossip website andiPérézté n . ¢ o mé s ma
competitor.
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seen relaying on camera that Green is withdrawing her complaint after the photographs

are leaked. Later in the episode, Simmons covers thedamistic violence
demonstration outside the courtroom where Bfasit t r i al i's taking pl
Si mmons breaks the news of Greenbs tragic
known in the New York metropolitan area for hosting WNBC the news program on
weeknights and her presenceSwvUgives the TV seés a veneer of authenticity. It also

casts both fictional characters and #i#fal journalists into the same celebrity production

circuit, with television channel NBC being the major stakeholder within this economy of

fame. In a similar way, redifetelev i si on host Wendy Wil l i ams©d
and coverage of Greenods album | aunch part.y
hosts played in the mediatisation of this akalso highlights the politics of the celebrity
confessional and the key role these moments of revelation play in mediating a critique of

fame by the celebrities themselves. However, this critique is undermined by the racial

stereotypes that permeate the episode.

The episode contains a number of refeemnto black culture that mediate the ways in

which this episode addresses the racial politics of the case. For instance, Bryant claims

t hat Green has been fAshaftmatisedo by his
detective John Shaft from the 1974da2000 blaxploitation filmsShaftto assert his

virility. In the context of an episode dealing with domestic violence, this cultural reference
constructs black masculinity as predatory. It evokes the myth dbldek rapisbguided

by bestial pulsion t@rey on white women, a racist trope which fuels the ways in which

sexual violence has been constructed in US media (Moorii)2@@ a result, black

women are constructed as promiscuous and thus unrapable (Davis 1981). This racist trope

is fully fleshedout i n the episodeds denouement .

The episode remains faithful for the most part to-liéalevents, which gives credibility
to the ways in whicl5VU addresses the intersection of sexual violence and celebrity
culture. Echoing Ri latoom Graenand Bryal® gebbaak together e c o n

and elope to Greends birthplace in Ber mud

8 Chris Brown made his first public appearance after his arrekaoy King Liveon 2 September
2009. Rihanna spoke about the case in an interview onthe@ipowa h 6 s Nex1 Agusa pt er
2012.
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Barbados. However, unlike Rihanna who was still in a relationship with Brown when the
SVUepisode airet] Bryant murders Gredn the last scene. Here, fiction becomes a mode

of storytelling that raises the stakes of
sexism. While the episode unequivocally presents Green as victim of domestic violence,

its ending suggests that she dleetause she resumed her relationship with Bryant. It
implies that Green was undeserving of fame because of her poor choices which led to her

tragic death.

SVW s -teafrcrtique of the intersection of gender, race, and fame coroesherp

focus throughanother RFH element. In the episode, protesters are seen in the backdrop

of Sue Simmons news coverage of the <case
Moreo. This i s aNdadMoreeamgaignmwhitheaims to end dotestict h e
violence and sexual assault by Aincreasing
changeo ( NNoMoreisghe flagship campaign of the Joyful Heart Foundation,

the charity founded and chaired by M&dsHargitay, and it regularly produces public

service announcements featuring the main ca§\ifi The convergence of Detective
Bensonds feminist agenda with Mariska Harg
BensomHar gi t ay 6 s b r almtbe fictibnal tharaciemandsthe actrés® ftame

the act of speaking out against sexual Vi
are accountable to their girl fan base. In one scene, Benson exhorts Green to publicly stand

up and say AdNiongreorréeso .f alihleur e to foll ow Be
shorthand to imply that Green, and by extension Rihanna, is not a good celebrity role

model.

Sexism in thdilm industry: Maria Schneider

SVU presents a more compelling critique of the interseatibaexism and stardom in

ot her episodes. For instance, BWUepsades e Tr i
to address the controversy surroundiig Last Tango in Parid973)(Cf. Appendix J).

It fictional i ses Maria Schneiderds sexual assaul
Bertolucci and actor Marl on Brando whil e f

9 Rihanna and Chris Browpublicly announced they had broken up in May 2@H8ton 2013)
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character uses butter as a lubricant to anally rape her character. The RFH episode deals

with the investigation of the estage rape of the rising actress Meghan Weller during an

i nteract.i

inspired

vV e

by

t his

i ne is

AiThe

p e rlhfeyno adapted by TedfScold dmetsecdnd episode
head]

Newsroom

interview with the actress Davina Delucci. She details being raped on camera by her co

star and director Dante Marino while filming a sex scene.

These

RFH

epi sodes

co

nstitute

a

signific.

testimony, after being silenced for three decades. Throughout her career, Schneider

denounced the toxic environment Bertolucci had created on the set. In the documentary

Sos Belle et taidoi (Seyrig 1976) and again in a 2007 interview with Drely Mail,

Schneider talked about how she was systematically excluded from any decision making,

including writing the rape scene into the script. However, it was only in 2016 #hat th

di

rector o6s

emot i

onal

and

physical

abuse

entertainment industry and beyond, when a clip from a 2013 press tour resurfaced in

which Bertolucci admitted that the filming of the scene was-cmrsensualThis web

SVURFH and celebrity confessionalillustrated inFigure Sbelow.The uneven reactions

t o

Schnei

der 6s

and

Ber

tolucci

0s

respecti ve

to the acceptability of celebrity firterson account of sexual assault. Tloditipal

potenti al

7] Megan
“Theatre Weller
Tricks”

S13E11, 2012 Holly
Schneider
SVU “The :
5 Davina
Newsroom

Delucci

S18E16, 2017

)

—

of t he

Maria

Schneider

RFH

controversy as early as 2012 because it precludes defamation liability.

<

mod e of

Sois belle et tais-
toi, 1976,
documentary

—

Cinéma,
,—» Cinémas, 1983,
interview

Paris Match,

2004, interview

Daily Mail,
2007, interview

e

Tu t'appelais
Maria Schneider,
2018, biography

Figure5: SVU RFH of Maria Schneider and heglebrity confessionaéxts

storytell ing

<
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Furthermore, these two RFH episodes mirrorlthst Tango in Pari®n-set assault by

obscuring its affective reality into the story of the play or film. For example, Schneider
recal | s: Aduring the svaesna,0ieawenwatsmaodugh evah
real tears. | felt humiliated and to be honest, | felt a little raped, both by Marlon and by
Bertoluccio ( Das 2007) . I n the fictional
witnessed the rape but thoughtitwas maft t he s how. Similarly, [
ten years audiences thought they were watching a love scene, but they were watching a
rape. My rapeo. The narrative potenti al 0
Wel | er s and Dmpeuestenonies offer ansupeguivocal ergique of the
emotional and physical exploitation of young actresses in theatre and film ieslustr

These fictionalised accounts mediate the affective reality of rape in a way that leaves little

room for ambiguityand t hus | egitimise Schneideros
reference to Dante constitutes an intertextual link between the two episodes that

consolidates the seri esl@asthaadomParisontroverayal ¢ o m

Another point of sim|l arity between Schneiderds test

accounts is their ability to shed light on the depth and pervasiveness of sexism in the

entertai nment i ndustry. The three assaul't
colleagues. In th®aily Maili nt er vi ew, Schneider expl ains
original script. The truth is it was Marl o

Marlon] only told me about it before we had to film the scene and | was so angry. | should

havecak d my agent or had my | awyer come to t
to do something that i1isndét in the script,
Delucci 6s story equally involves a | ead ac
aut hority. She recount s: ARWe were schedul e
told me the scene was beingwe i t t en . [ é] He didndét go int
respond to the moment organicall y.eqgdté] We
aggressive. Before | know what was happeni
of f . |l was frozen. [ ¢€] And | was too afrai

boss. 0 Delucci 6s account al so eveaedsienal t he i

opportunities are traded for sexual favours. It thus places Hoarmoera assaults on a
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continuum of sexist violence entrenched in Hollywood in which some agents of

celebrification, such as directors and producers, also become perpetrators.

The figure of the malauteurfurther sustains this gendered hierarchy, which authorises

the emotional and physical exploitation of actresses in the name of art. Bertolucci was
praised for the graphic depictions of sexLiast Tango in Pariswhich, accordinga

critics, challenges social conformism and depicts the dark side of the sexual revolution.
For exampl e, Joan Mell en writes that the f
which dominates culture and sodésawvwageduppr
al | by representing bodily needso (1973:
Infernoropens with a monologue in which a femal
off your inhibitions. See carnal pleasure and join in. Touchnthed of the flesh. The

world of the forbidden. Lust, beauty. [ €]
Takeédo Scottds adaptati on t hufsmofjraphytaider dev
both frame their provocations in terms of sexual andataesires. However, their artistic

endeavours are at the expense of the actors they work with.

According to Schneider, Bertolucci mi ned h
In a 2004Paris Matchinterview, Schneidesaysthat she and her estar felt used by the

director who submitted them to intensive improvisation sessions, forcing them to share

childhood memories. For Schneider, this e
indecent than nudity s c &ndnemedictiohdtised episodel 8 1, |
Scott justifies writing Wellerds rape 1int
i fe. | 6m goi ng f oereferential@ractive ts anidivectivnaltand theh i s
auteur draws the line at their privaiiel For instance, Bertolucci explains that he edited

out a shot of Brandods genitalia because h
of shame for myself. To show him naked wo!
(Mellen 1973:13). Bertoluci 6 s and his fictional counter

reallife elements into their creative work is thus gendered. It susdaitesirapologism,

10 fANous avons été mal dans notre peau [Brando] et moi lorsque nous avons vu le film pour la premiére
fois. [ é] Pas tant par | es sc nes physiques que
faire un gros travail Ilidrérdemgouvenidds rros enfances respectives. o b | i
Cela sbdest r®ve®Il ® °tr eMaldnersa été nngs urrdéi. Igavee le seatiment e s n |
doé°tr e(Sdhreiden 2018181, emphasis added).
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a standard practice which calls for the separation of the art from the artist persona and is
often wsed as a defence to excuse criminal acts of iconic male artists (Marghitu 2018). |
further explore auteur apologism through my analyscet#brityperpetratorsn Chapter

4.

Neoliberalvictimhood: Gretchen Carlson

I n addition to its reference to Maria Sch
AThe Newsroomodo also presents a fictionalis
by former anchor Gretchen Carlson against Fox News chairman Roger (Biies

Appendix 3. In her complaint, Carlson claims that her contract with the network was
terminated because she r &VYUegisedt eghallytackde8 s e x u
workplace sexual assault. It opens with a segment of ficttdNal Morning Livein which

detecive Benson explains the challenges victims face in reporting sexual violence when

the crime is committed in the workplace, which Davina Delucci further develops through

her rape testimony. Triggered by Delucci 0s
Benson that she was repeatedly harassed and eventually raped three months ago by the
head of the network Howard Coyle. Sorenson almost immediately recants her allegations,

but after being fired from HNT a few days later, she files a criminal complaimsiga
Coyle. The fictionalised account heavily o

intersections between sexual violeneexism,and ageism within the television industry.

Carlson is a public figure known for discussing sexism in the workplace on numerous
occasions. In addition teer orair commentariesn the gendered double standards for
news anchorso6 dress codes, Carl son wrote
published byThe Huffington PogiCarlson 2015). Moreover, tidéew York Timearticle
breaking the news of the | awsuit against
professional background to establish her feminist credentials and legitimise her sexual
harassment testimony (Koblin 2016). For instance, the report states that her undergraduate
student exchange at Oxford University was dedicated to studying the work of Virginia
Woolf and her 1989 Miss America victory speech praised the beauty pageantrjury fo
valuing her intelligence as well as her appearance.SMigepisode similarly highlight

Sorensondés involvement i n f e maslneludihggherder s hi
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participation in the fAWomen in New ¥or ko e
her sexual assault claims. By mirroring thedeal f e medi a coverage of
the series contributes to a grammadsgfeaking ouithat deploys feminism as a brand to

mediate the affective reality @exual violencesomething | will develop ilChapter6:

Celebrity Advocates

The RFH storytelling also expands on some of the themes that are only alluded to in the
coverage of Carl sondés sexuadhdmrndasdimemits & &
her Fox News afternoon sholhe Real Story with Gretchen Carlsoccurred two days

after Carlson broke an industry taboo by celebrating h&h&thday on air. However,

Carl sonds <cel ebri whch iocludefaleswsYikoTimesexcluswex t s
interview (Koblin 2016), avarietyguest columnQarlson2017), and a memoirGarlson

2017a) 1 solely focus orgenderdiscrimination. If the intersections between sexism and

ageism were not discussed in the real world, the fictional charact®xdshake explicit

that Sorenson was victim of discrimination based on age and gender. For instance, a
producer explainstothé et ect i ves that the television
women. Thereds a shelf 1ife. No matter how

normalises the ageist discrimination of female television anchors by portraying Sorenson

asmanipubi ve. He denies the charges, cl ai ming
Shedéds obviously | ooking to | everage uso.
statement <c¢claiming that Carlsondés | awsui't

more nuanced understanding of the sexist premises of female stardom.

In addition to shedding to liglanthe pervasiveness of workplace sexual harassi@giu,

cultivates parallels between rddé and fictionalsexual violenceéestimonies to offer a
citique of the use of sexual vi ol ence by
revives interest on four sexual harassment testimonies first published in a biography of
Ailes (Sherman 2014), while also inciting more women to come forwardNkEwaY ok
Magazinearticle published three days after Carlson went public, Sherman (2016) reports

t hat more than a dozen approached Carl sonbéd
of sexual harassment. The article includes six accounts and documeseta giasexual

violence that started at least in the mRBO0s. Ailes would ask early career media workers

and models to wear a garter and stockings and pose for him in exchange for an
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employment opportunity. In addition, they reveal being blackmailedsitence by Ailes

with a tape. In the fictional world dfaw & Order, five women come forward following
Sorensonds public rape all egations. Their
which reveals Coyl ebs pr edmtheirtgstimoraesdcler n o f

al most word for word, Shermanbds interview
deposition, Sorenson recalls: A[ Colighe] wou
stockings. Before | gve him a private fashien showrand | 6 d

pretend to seduce hi m, and he wreadihgdof t ape
Ailesd anonymous victims through Coyl ebds f
reveal the affective reality afexual violenceand are thus crucial to authenticate the

seriesb6 critique of celebrity culture.

A few metafictional comments consolidate t
between sexisnageismand sexual violence within the television industry. For instance,

Sda enson explains to Benson her reasons f o
private, thatés one thing, but he just scr
That |1 6m doing this because | got reired,
emptively takes apart accusations of manipulative and calculating behaviour while also

responding directly to critics who doubte

reassuring assertion nAOh, I beli evandyouo i
the threat ALetds get this guyo is directe
commentary gestures at the similarities b
during the trial. The ficti onhailecemspatsof anc ho

sexual harassment complaints, with women in your position scoring settlements in the
tens of millionso. This question cites the

issued by 2% Century Fox to Carlson. Finally, the star imageSorenson and Carlson

align once more in the episodeds | ast sequ
HNT that amounts to fAia few millionso and s
empower teenage girl s, Bakiecbwhichss acampaigmi sScen

focusing on female empower ment . -a3drdoe nmshan ej
Carlson published her memd@e Fierce: Stop Harassment and Take Your Power Back

few months later (20%J, which | will discuss irChapter 6CelebrityAdvocates
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From victimised girl to womessurvivor. Rihanna and Maria Schneider

So far, | have shown how the fictionalisation of fifal celebrity testimonies constitutes

a grammar ofspeaking ouwdwhich tackles the imbrications of sexual violence and female
stardom in an explicit manner. Intertextual comments, popular cultunemeés and

celebrity cameos are used as narrative tools to establish the verisimilitl®l&/ & 6
commentary on celebrity culture. RFH epi s
Tricksodo and fiThe Newsroomo al so dsangdid i ght
texts. This mode of storytelling thus foregrounds the role of fictional TV series in the
celebrification of sexual assault victims and mediating the affective realigexafal

violence The narrative freedom of fiction permits a more nuanceeénstahding of the

ways in which power operates on female stardom while also raising the stakes of its
commentary on celebrity culture through alternative endings. Because fiction is precluded
from any defamation liability, the political potential of figtica | i sati on | i es i
capacity to call out the pervasiveness of sexual violence within celebrity culture and to
denounce crimes committed by famous agents of celebrification. Consequently, RFH
episodes deploy a grammar @lpeaking oui that contibutes to the intelligibility of

celebrity sexual violencdestimonies in the public sphere. However, | argue that their
critical potential is limited because of their reliance aqnmaa mmar of &éspeaki n
reifies a postfeminist neoliberal projeétbe self. As Melanie Kennedy argues, to analyse
different modalities of fame is to reveal the concomitant processes of becoming a woman
and becoming a celebrity (2014; 2018), or in this case, becoming a wostebrjty,and

survivor. This is most salignin the figure of the tweenelebrityvictim who embodies

tensions around female stardom.

Through their respective stories, Rihanna, Ma8ahneider, and their fictional
counterparts speak to the transformative potential of public narratives of sexual violence.
Their testimonies exemplify a narrative in which the victim becomes a survivor. For
exampl e, Greenbd6s out r i ghwantthe \oedtd seeomme likef v i c
that . Like a victimo echoes a 2012 intervi

dondt want people to think(@OlpédrmahvwesakNext ICh

63



2012) Similarly, in an interview for th€inéma Cinémsseries, Maria Schneider resists

being defined by theast Tango in Parigontroversy:

Maria Schneider: No .Tanba [Qllencept want to talKk
Journalist: You are not able to separate t
Maria Schneider [ Si gh] Itdés a film, thatods all . [ ¢

with it. Everywhere, theéTangois always with me. Well. [Silence] Basta. [Silence].
Besides, | prefer to talk abolihe Passengewwhich is a film closer to me. If we are to
talk about me, |%¥YCinma Qnanak983amydranslatianhi s one.

The journalistdéds statement s UdhepdastsTangoin hat S
Parisamounts to a rejection of the very media event that made her famous. Isithptie
Schneiderds celebrity persona is inextriceé
celebrification and, as such, will always be a feature of her celebrity confessional.
Consequentl vy, Ri h a n rosbevatimised attestsntthe odpeessives r e f u
media surveillance these celebrities exper
The Passengeffilmed two years afteLast Tango in Parisreorients the conversation

towards her ongoing professional and personal developmenusdiraites the ways in

which discourses around sexual vi ol ence ex
from victim to survivor is significant for young female celebrities whose star images

revolve around becoming a woman and a celebrity.

Gendered assyptions around labour and authenticity sustain a hierarchy of fame that
posits achieved celebrity as more legitimate than attributed celebrity. In the discursive
operations of fame, talent and accomplishments mark the former while the latter refers to
asta e of being fAk-kowwnrhe®ssd heBoorwsetliln 1961
celebrity is thus constructed as an active subject whose cultural value is realised through
their actions. In contrast, the attributed celebrity is relegated to the realmesfaefation

and undeserving publicity. Consequently, managing the transition from attributed

11 Maria Schneider Non. Je ne veux pas paritu Tanga [Silence]

Journaliste Tu nbdédes pas capable de faire | a part de |
Maria Schneider [ Soupir] Cdéest wun film, cdest tout. [ €]
-a. Part out Tango®dwe c troawij.ouBesn. e[ Si |l ence] Bast a. [ S
guodon Prafessice redogter, q u i est un film plus pr~ s de mo

parle de celula. (Cinéma Cinémas 1983)
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celebrity to achieved celebrity is particularly decisive for young female celebrities
(Kennedy 2014; 2018). The postfeminist ethos of-dsiipline is framed ashé
aspirational ideal the rising star should strive to, and the figure oftthiewrecld

celebrity is construed as a warning sign. The cultural hierarchy of fame also supports a
postfeminist grammar abpeaking ouithat relies on the neoliberal subject to overcome

the passivity of victimhood to become an active surdvaredrainwreclkocelebrity is

once more invoked as a caveat to the celebrity role model; it represents the postfeminist
victimés failure to deal with the i mpact
fictionalised account of Ri h a n npbcidb thesed o me s t
cultural anxieties around th@ppropriaté transition from girl to woman, attributed to

achieved celebrity, and victim to survivor.

At-risk girl

In theSVUepisode, Green becomes a spectacular victim through the media spectacle that
crystallises cultural anxieties about f ema
Simmons describes the singer as y@8ro | d w h o-tale asdehtdeganyten years

ago when a home video of her singing found its way to legendary music producer John
060Brassoé6 Bl ankeno. sadodfatherdigure:de remoged @Greea soennt e d
her dysfunctional family, sponsored her education and professional development and, i
Bensonbs words, Amade sure she was a good
young age and enviable rise to fame reinforce the tragic quality of her death. Her
promising musical career is thwarted by an unfortunate series of éviigassaulthe
mediatisedrial, and the murder. If Green is victimised, she is also held responsible for

failing to negotiate her passage into adulthdesdpitebenevolent mentors.

Within the episodeds narrative arcandt he me
Bryantdéds toxic relationship; rat her , it p
detective Benson and A.D.A. Barba. When Green refuses to testify at the trial, they offer

the singer their guidance. Barba stands up for Green, reminding higyoellteat she is

al9yearol d fAwho thinks shebs in |l ovedo and i

2Incidentally, the feminist e f ence t o privilege o6ésurvivord over
empowerment, and challenges the passive state implied by the latter term.
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situati on: Al't would be tough enough for
glare of the spotlighteo. O nhe medmatisatianlof o c c a ¢
the case and the impact of celebrity culture on sexual assault victims. Benson displays a
similar empathy for the young celebrity and offers her professional expertise. For

i nstance, in the scene f ol hanagéramg BrBss gra nt 6 s
discussing the case with Barba and Benson, talking about Green in the third person

without acknowledging her presence in the room. Benson is the only one to address Green

directly, in a compassi on atneendoshisanee,they i Mi ¢ h
do it again. The bottom Iine is that you a
she is a role model to whom women and gir
professional i sm, i tackeot expeiericg, antl gounytage. FBr e e n 6

example, Green defends Bryant and blames the SVU squad dueitigaapetinterview:

Mi cha Green: |1 6ve forgiven Caleb. Webve mo\

targeting him. They woul dernodight even | et him
Wendy Williams: Well, they say ités for yo

MG: | |l ove Cal eb, and he | oves me. The New

| can and cannot love.

Green is thus portrayed as being unreason
ongoing concerns for her wddkeing. When Green and Bryant elope to Bermuda, Benson

is defeated and claims with certitude tha
belief frames the episodeds d®nouement and

end her relationship with Bryant and privileged her celebrity brand over her safety.

I n AFunny Valentineo, Greends voicethsuper.
har monies and dissonances between the fict
testimonies. This polyphony of voices reveals some of the industrial forces that shape the
opportunities and challenges Rihanna faced in attempting to telltdrgr $he SVU

episode produces a critique of celebrity culture that paradoxically holds Green, and by
extension Rihanna, responsible for male violence. Green, and by extension Rihanna, is
infantilised by Benson and her colleagues. They condemn her refusal to confpilgewit

expected survivor narrative. Barba and Benson thus personify a white feminist discourse,
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which positions images of black victimhood as an object of consumption while

disavowing its complicity with a racist regime of media surveillance (FerredagpoR01

|l ndeed, Green and Ri hannsa oargel rhblost h( Haorrtirsay
by the music industry. For instance, Perez
Athe singing phenomenon with t hexempbfiesce of
the gendered dichotomy that opposes achieved celebrity to attributed celebrity in
representations of female tween celebrities. In addition, Green and Rihanna are
constructed as particularly vulnerable because of their ethnicity and natiangiigyr

black, Caribbean islander and migrant heritage is emphasised in the media coverage of

the incident, which perpetuates postcolonial notions of victimhood (Houlihan and Raynor

2014; Nell Edgar 2014). These media discourses portray them as inheretiriysed

because of their gendered and racialized idenkitys justifying the hypesurveillance of

the assault by the media, rdéi#é LAPD and fictional NYPD. Consequently, the RFH

episode can be read as an archetype of the industrial interattianst s haped Ri ha
celebrity agency in the aftermaths of the assault. It produces a graméspeaking oui

which upholds white postfeminist notions ¢
personal narrative and creative labour to mere celebrityopations. Indeed, the rhetoric

of hard work is central to the postfeminist grammarspieaking ouifor it delineates

achieved celebrity from attributed celebrity. This is most salient in the ways in which

Maria Schneiderd6s caemain. has been di scusse

(Un)deserving famous ingénue

Maria Schneiderds celebrity persona cryst
tween celebrity victims. She is first introduced by the French media as the illegitimate
teenage daughter of famous actor Daniel Gélin, which casts her into the reabrilddc

celebrity. This narrative of undeserved fame is further developed in the media coverage

of theLast Tango in Paris el ease. The public outrage ar
Schneiderds ascent to fame antdcelebritckomscr i b
instance, a 197Baris Matchar t i cl e fAMaria Schneider: <cine

Schneiderds career as 0Athe 4astafandoanParcbut al
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(Chateauneu 1978, my translatibh) Sc hn e i d e ribdited td thenseandalaus a t t
success of the film which capitalises on t
than her acting skil lgsi.r |Shewhios pdoessscersisheesd te
an unripe fruitodo an-tHaiirsedadminr endh &b Meatnlcey i
emphasis on Schneiderds |l ineage and physic
her career within the realm of ascribed and attributed celebrity. Schneider criticised the
impact this type of media discoursedhan her personal life in a 2007 interview with the
DailyMail: Al was t r e atieéwantéditokoerecagnised as arsagtrags and

the whole scandal and aftermath of the film turned me a little crazy and | had a
breakdowno ( Da svar@ <piealis)centrarlimthesdisodireiwe oonstruction of
Schneider as &rainwreclo celebrity who failed to manage the transition into achieved

celebrity and survivewomanhood.

Schneiderdéds struggles with dr ugphywrigenand ad
by her cousin Vanessa Schneider (2018). The book weaves a personal account of the
actresso6 |ife with a reflection on the i mp
Through this hybridisation of two genrds autobiography and memoir Vanessa

Schneider reveals her enduring childhood fascination with the actress 17 years her senior,

but also the emotional toll supporting her cousin through numerousrelaigd
hospitalisations brought on her teenage years. Vanessa presents Marigpesdreal

hero; her story contrasts her uneventful daily routine with descriptions from afar of her
cousinbés extraordinary |ife. Their age d
narrative of | ooking up to t wegmaphydaofeasaebr i t
compassionate account of her cousinbés stru
within the film industry. Iilotpemhapsirefusdite| ess r
become a role model, thus rejecting the expected sumaroative.

The book, |l i ke much media coverage of Schn

rising star hindered in her ascent by misfortune. These narratives revolve around the

BfiMaria Schneider, ce fut | e s PanedTahge a Padsi s auss
(Chateauned978)

14 fElle est alors une sorte de Brigitte Bardot pour temps de contestation générale, seins encore
enfantins sous la courte tunique, un érotisme de fruit vert, longues jambes de pensionnaires moulées
dans les hautes bottes que chérissent les gris@armaateurs de Lolita(Chateauneu 1978)
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assumption that an immediate celebrification is unsustainable. Fompkxaan article

published seven years after tteest Tango in Parislescribes the then 20 yeald actress

as fia child unknown the day before, who bi
her acid charm and h eChatbaaned®d78pniy trahegtion)a v ed i 1
The fleeting fame metaphor is supported by the figure of the waimédh forever caught

between childhood and womanhood, between attributed and achieved celebrity. The
eul ogy Brigitte Bardot wrdgntlatropes and deschbese i der
the | ate actressodo cdveeier as both sudden an

With her eternal womanhild face and her wild little cdike character, she conquered the
world with the dazzling speed of a burning meteorite, pulverising everythiitg wake!

Blazing yet ephemeral trajectory, offering her velvet body to Marlon Brando at the pinnacle
of his glory, she shocked, her impudence scandalised, but her insolence marked forever an era
she now personifies (Schneider 2018: 41, my translatfon).

Whi | st celebrating Schneidero6s achi evemen
industry which thrives on the exploitatior

rei fies S-amldroféscrece stad immage as debauched ingénue.

Inthe@a me way t h a-tisk persdna fnameser arigstic performance as mere
celebrity provocations, Schneiderodos wrecke
to the exploitative regime of celebrity culture. In 19Ele magazine publishes the

trarscript of an interview in which Schneider opposes the codes of the celebrity

confessional:

Catherine Laporte: Do you like your job as an actress?

Maria Schneider: ltds not really work.
CL: What do you do when you are not filming?

MS: | hang about.

CL: And when you are filming?

B“fiune gamine inconnue |l a veille et qui brut al eme
charme acide et son auréole de perversité ingé(@Qbateauneu 1978)
AAvec sa bouifemheenfadt@t®onecaractere degetit chat sauvage, elle a conquis le

monde avec | a fulgurance dodéune m®t ®orite enfl am
éclatant mais éphémeére ou, offrant son corps de velours a un Marlon Brando au faifeide, ele
choqua, scandalisa par son i mpudeur, mai s mar qu.

désormais personnifige. ( Schned4lger 2018
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MS : I also hang about. [ é]

CL: Are you a politically engaged actress?

MS: | am nothing.

CL: Are you uncomfortable in your own skin?

MS: What do you thinkE¢§

CL: You dondét Iike interviews?

MS: No, | have nothing to say (Schneider 205-77, my translation)’

Whil e Schneiderds disavowal of acting as
media as symptomatic of the HAwhifilmwiwhioc o f
she al most | ost herselfo (Chateauneu 1978

gestures towards the actress6 sustained cr

|l ndeed, Schneiderds 1 mpassivity nodns.onl y ¢
It also subverts the marketability of celebrity performance of intimacy. Through a display

of utter indifference, Schneider effectively resists the ways in which the media take
advantage of the affective spectacle of tween stardom. In dismissing astiwork,
Schneider also responds with irony to the
Bertolucci, Sam Peckinpah and Alejandro Jodorowsky to justify their unsafe
choreography of rape (Wolfe 2017). In arguing that not discussing the sexu | scesael

with the actress beforehatet to more realistic representations, the filmmakers imply a

distrust iIin the actressesod professional s k

Schneider clarifies her critique of the sexist premise of female stardom the following year
in an interviewwith Seyrig (1976) and develops her position in subsequent interviews.

She attributes the lack of interesting female roles and tksebaxploitation of young

7fCatherine LaporteVous ai mez votre m®tier dobéactrice?
Maria Schneider Ce nobest tmamd vrai ment du
CL : Que faitesvous quand vous ne tournez pas?

MS: Je traine.
CL : Et quand vous tournez?
MS: Je tra'"ne aussi. [ é]

CL : Etesvous une actrice engagée?
MS: Je ne suis rien.
CL : Etesvous bien dans votre peau?

MS: & votre avisé
CL:Vousn 6ai mez pas |l es interviews?
MS: Non, |je od@fchmneind/gr d20®8: 76
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female actressto an overwhelmingly masculine workforédrom casting directors to
techniciars to directors to film critics. She repeatedly points out the great age discrepancy

between male and female leads and its consequences for early career actresses. For

instance, speaking up against Bertoltucci 6s
cheated, violated, abused. Me & (8chneideBut he
2018: 227, my translation). Schneidero6s resi

by an eloquent critique of the ways which the exploitation and sexualisaticoungyy
girls and celebrity culture are mutually constitutive. However, her feminist analysis of the

film industry is obfuscated by the very gendered hierarchies of fame she denounces.

Heterosexisstardom

Schneider gained international recognition through the media coverage of the controversy
surrounding the release b&st Tango in Parishat cast her as a sexual icon of the 1970s.
Schneiderds activism is erased esaxistands e he
heteronormative structures that permeate film stardom. As a publicly out bisexual woman,
Schneider challenges the heteronormativity that stems from the misogyny at play in the

film industry. Yet, her sexual orientation is noticeably absemt faccounts of her sexual

assault. It is evoked only in articles that portray her as a fallen ingénue. This association

of bisexuality with sexual and celebrity provocations is symptomatic of broader power
dynamics. Indeed, bisexual women occupy a limiraiton in the media: they are both
hypervisible as a male sexual fantasy and invisible for their potential to unthink
heterosexuality (San Filippo 2013:16). In addition, the mgeswalisation of bisexual

women upholds rape myths centred around disbetid victim blaming (Johnson and
Grove 2017:443). Schneiderés status as a (

assault victim until Bertolucci corroborated her claims.

The political dimension of her sexual assault testimony remains unintelligible for the most
part until after her death because her critique of the film industry resists the demands of
the celebrity confessional. The hostility she expresses in intervieweoded as a failure

to comply with the codes of therapeutic cultwentredaround public displays of

BAiBrando sdest senti grug®, viol®, abus®. Moi al
(Schneider 201827).
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vulnerability and redemption narratives. In addition, her challenge to the celebrity
confessional troubles the meritocratic myth of hard work that mamtaerarchies of
fame. For instance, her struggles with drug addiction are incompatible with the neoliberal
self-care governmentality. Neither do these struggles fit into the dominant cultural politics
of victimhood. Similarly, her resistance to beingtimised is in direct opposition with

the cultural imperative that sexual assault survivors move on as part of a broader

neoliberal ethos of sethanagement.

Schneiderods critique of the film industry?o
from USbased news outlets. Accounts of her sexual assault testimony published by
Anglophone media in 2016 only briefly allude to her mental health and struggles with

drug use while entirely leaving out her bisexuality or resistance to being victimised. Her
testmony is thus polished in a way that makes it more suitable for the dominant narrative

of victimhood at play in therapeutic cul tu
The omission of her activism and sexual orientation is central to the posthumous
reconstruction of Schneiderdés celebrity in
explains how her story gained sudden traction in the recent discursive conjecture leading

to moments of mass disclosure like #MeToo and #TimesUp.

Celebritysexwork: Holly Schneider

Throughout this chapter | have shown that the grammeéspafaking owipromoted by
celebrityvictims relies on a neoliberal rhetoric of seiinagement, appropriatboices,

and hard work. Gretchen Carlson and her fictional countekpeidi Sorenson use the
settlement money to set up advocacy programs. They both capitalise on their victimhood

to legitimise their brands as feminist role models. Their advocacy thus revolved within

the scope of the neoliberal project of the self, whighllidevelop further in thehapter
oncelebrityadvocates. I n contrast, Mi cha Gr eeno:
by proxy Rihannaés artistic performance to
Shneiderds struggles with drug adddaret i on ¢
governmentality. In addition, her critique of the film industry troubles the meritocratic

myth of hard work. It highlights one of the key paradoxes of female stardone fa

requires the sexual exploitation of female bodies, but sex work is reprehensible. In other
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words, there are contexts in which the commaodification of bodies is deemed acceptable
and others in which it is not. ddompledenoue

ways in which sex work and sexual violence remains a constituent of female stardom.

In the course of their investigation, the detectives discover that Meghan Weller was not

only raped during the performance but also harassed sexually by adassaulted

sexually by the director of the play (Ted Scott) during a rehearsal. The detectives also

|l earn that Holly Schneider, Wel |l erds house
al so sold sexual f avour stomayrena BotheNelleriande c al |
Holly Schneider experience the breadth of the emotional and physical exploitation of
actresses. However, the latter internalises this violence and becomes the perpetrator.

|l ndeed, i n the epi sode 0dsthatsletcreated &pnofile forHo | | y
Wel | er on Sugababyz which read Al ngenue s
auditiono as part -stdgerhpe.Hermotigation was twefad sher p t h
was feeling jealous el Wel getds eseagesd oa

behaviour. Holly Schneider confesses to the crime, without any sign of remorse:

It was my audition! [Meghan] just came to help me run lines, and as soon as Ted saw her,

he wanted her. And vy o uwhatihddtddo fostlmtyauditian? Do vy
Down on my knees with that pig, and with Cr
And | am so tired of being the ugly duckling. And | wanted you to know what it felt like

to feel dirty and used. To want to give up.

While this episode tackles the ways in which female stardom and sexual exploitation are
mutually constitutive, its critique of celebrity culture is undermined by a disavowal of

feminism, spelled out in the following exchange between two detectives:

AmandaRo |l | i ns: With all the abusive me n i n

wWo man. Didndédt see it coming.

Olivia Benson: Youdd | i ke to think that we
Rollinsd comment suggests that aandtani ni st

pursuing this line of investigation would have prevented them from apprehending the
culprit. For Benson, the absence of female solidarity explains the failures of feminism.

This RFH episode exempkfsthe grammar of postfeminist victimhood | dissed earlier
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in this chapter. The series addresses the extent to which sexism is institutionalised in the
entertainment industry, but its denouement depoliticises this critique by adopting-an anti

feminist position.

While 1 do not contest the factthatHd y Schnei der s actions con
I want to trouble the seriesdéd discursive
upholds a grammar dépeaking ouicentred around a neoliberal project of the self. Holly
Schnei der bistheslagizal developknent of an industry that thrives on the
commodification of female bodies. However, it does not constitute a form of labour which
can sustain the transition from attributed to achieved celebrity, nor does it support the
transformativenarrative from victim to survivor. Indeed, foelebrity victims, publicly

sharing their stories of sexual violence is the main way in which they cgse(are their
achieved celebrity status. They will no longer be known for being victims of sexual
violence, but for having overcome and capitalised on their misfortune. The stakes of fame
are different for celebrityictimswhose visibility in the public sphere depends solely on

their victimhood.

Conclusion

The chapter explores the limits @feminist politics solely defined in terms of visibility.

It weavesthree different RFH episodes 8VUto showfictionalandreal i f e O0speaki
out 6 nar r arg.iOn teona hard,eRFH ie a&mode of storytgllihat enables

a critique of celebrity culture. It hints at how female stardom is prenoiséde sexual,
psychological, physical exploitation of aspiring young woniEme three case studies

show the continuities between sexual harassment, sexual agedudipmestic violence.

On the other hand, the juxtaposition of RFH episodegeaidife celebrity confessional

reveals howdiscourses around victimhood and survivorhood map onto existing
hierarchies of fameCelebrityvictims of sexual violence legitireé their celebrity status

by espousing a postfeminist ethos of skdfcipline and selfransformation to
demonstrate an Oéappropriated transition f
woman, and victim to survivoiThis postfeminist grammar @ s peaki ng out 0
explicit the cultural anxieties around female stardarich | further detail ircChapter 6:

Celebrity Advocates| n addi ti on, my analysis of Ri h
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celebrity confessiondexts revea how the construction of theelebrityvictim upholds
racist and heterosexist discourdedevelop this analysis in the following chapter dealing

with sexual violenceictims who have been celebrified.
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CHAPTER 3: CELEBRITYVICTIMS

This chapter attends to celebrity victims who are known because of the crime that was
committed against them. | discuss the processes by shialnal violencevictims have

been celebrified and consecrated into feminist icons. In contrastebrityvictims who
deploy postfeminist victimhood as a strategy to secure their achieved celebrity status,
celebrityvictimsare inherently attributed celebrities. In other words, their celebrification
solely depends on the mediatisation of their experience of sarieice. If the spectacle

of victimhood is inextricable from the spectacle of sexual violencdtself, how does it
shape the grammar abpeaking oud voiced by celebrityvictims? The grammar of
Gspeaking ouithese celebrifiedexual violenceictims propose operates on a regime of
fame centred around what | call an excess of celebrity persona: even without personifying
her testimony, aexual violencevictim can still be celebrified. Whileelebrityv i ¢t i ms 6
visibility capital relies on the media reuction of their name and facial features for
their testimony to be marketable, most of the celebrdymsanalysed in this chapter are
either celefiction or anonymous. Their celebrification revolves around the mediation of
the crime committed againgtem. Their experience of sexual violence is thus embodied
through multiple fictionalisation yet remains affectively real. Celefiction and RFH reveal
an everexpanding economy of visibility revolving around the spectacle of sexual

violence and victimhood.

This configuration of fame is not new, but moments of mass disclosure like #MeToo have

given it a new reach. Therefore, the case studies span across the last two decades to
establish continuities between the paad post##MeToo eraSVUepisodes ripped dém

the pages of popular waskf fiction are an entry point of choice to explore this excess of
celebrity persona. First, | analyse the ways in which Lisbeth Salandeffrer@irl with

the Dragon Tatto@nd Hannah Baker frod8 ReasonsVhyhave been poriyed inSVU

epi sodes ABranded?o (S12E06) , AContrapassc
(SE1904) (Cf. Appendix ). These celefictions operate on a regime of fame that
encompasses a series of novels and two films in the first case, and a novel and a TV series

in the second. The celebrification of Salander and Baker as rape victims thus takes place

at the nexus of adansmedia corpus. Through an intertextual analysis of this corpus, |
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show how Salanderds and Bakero6s celebrity
arc. This fictionalisation of rape revenge narratives articulates victimhood as a neoliberal
subjectiv t vy . ANo Good Reasono i s aeéasolstadent ri but
who committed suicide after being a victi
B a k e r épersoffi namasives as rape testimonies and suicids ag&nst theirSVU

counter@rts reveals another additional layer to the neoliberal grammar of victimhood. |

then turn to the role of technology in mediating the affective reality of rape. | analyse the
media through whi c hiesBra bld, ard sheirampticatidnofdhel 6 s s t
celebrification of sexual violencevictims. While these accounts contribute to the
spectacularisation giexual violencand the celebritisation of victimhood, they also offer

opportunities to challenge dominant survivor narratives.

Raperevengeippedfrom-fiction: Lisbeth Salander

SVWUf eatures two fictional i sedheaGlowiruthet s o f
Dragon Tattoo(2005) and its screen adaptations of the same name, the Swedish film
(2009) and the SwediddlS film (2011)(Cf. Figure4). Of the complex storyline of the

novel and both films, the police procedura
revenge arrative arc. A ward of the state since her childhood, Salander is sexually
assaulted by her guardian Nils Bjurman on several occasions. Because of previous
altercations with the police, Salander decides to take matters in her own hands and secretly
records one instance when Bjurman violently raped her. She later returns to his apartment,
incapacitates him with a taser, strips him naked and ties him to his bed in the same way
Bjurman handcuffed her when he assaulted her. She sodomises Bjurman with the same
sex toy he used to rape her. Salander then shows him the hidden camera footage and
blackmails her guardian to regain control of her finances and life. Finally, Salander tattoos

A | AM A SADISTIC PI G, A PERVERT, AND A R
Bj ur maso.dgath film adaptations include graphic scenes that faithfully translate the

assaults from the novel to the screen.

ABr andedoSVuUte drawtoe thefinternatibnal bestseller and its film adaptations.
Detectives Benson and Stabler investighteassault of Bill Dixon found drugged with

ketamine, hogtied, stripped, sodomised with board ggeeesand br anded ARUI
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with a wire hanger across his chest. The S3uad are called to another crime scene

where another man, Victor Ramos, lies et and bound in his apartment, with the word
ATRAI TORO spelled across his thorax. The
she attempts to assault and carve AHELLO o
the course of their investigation, ttetectives discover that Dixon, Ramos and Gammon

worked at a summer youth camp 14 years ago, where they gang raped Walters who was
then a teenager. Walters6 rape revenge act
prompted by traumatic events of &xtreme violence committed by caretakers who
betrayed their trust. Wal ters and Sal ande
motivated by a general mistrust of authority figures, due to their experience with the foster

care system as well as neaecent incidents with the police. Indeed, Walters and Salander

are very competent hackers whose activities fringe the limits of legality. This episode thus
effectively rips Salanderds rape revenge

characterisatin from the pages of the novehe Girl with the Dragon Tattoo

Furthermore, the series and the ol with the Dragon Tattodilm adaptations visually

guote from one another in tmeiseen-sceneof the acts of retribution. In the 2009 film,

Bjurman re@ins consciousness after being tased and finds himself lying in a foetal
position on the carpeted floor of his bedroom, handcuffed and bound with a rope to the
bedpost. The sequence alternates high angle shots of Salander looking down on Bjurman
andlowagl e shots from the | atterds point of
reversal of power dynamic by casting Salander as the perpetrator and Bjurman as the
victim. In the 2010 TV series episode, Dixon is discovered by his wife laying on the floor

of thar dining room in exactly the same position as Bjurman in the Swedish film. The
camera mirrors her standpoint as it pans over the kitchen table and looks downwards to
reveal h e r -nhkedsabdatortdrédsodyr i lthfs scene, the high camera angle
victimises Dixon while the forward trackin
in this state of vulnerability. Staging the assault in this way sets the scene for the overturn

of events the detectives uncover during their investigation.

The 2011 i#m also uses the perspective of an onlooker to render the narrative tension
brought by this unexpected turn of events. The sequence opens with -&eVkitad

tracking shot through the hallway towards the bedroom door left ajar. Here again, the
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camera osillates between low and high angle shots to translate this inversion of roles
between the perpetrator and the victim. B\dJepisode is thus part of a broader cycle

of screen adaptations of tfrl with the Dragon Tattoo However , the seri
to source texts are limited only to the rape revenge storyline and traits Lisbeth Salander
shares with her fictional counterparts. Consequently, RFH episodes constitute a specific

form of fictional adaptation. Due to the short-44 min televisual formatf is highly

selective of the plotline elements it cites from the original text. It also privileges
alternative endings over the original storyline to accommodate copyrights liabilities and

to preserve the seriesd brand.

Indeed, the police procedural dra cannot condone rape revenge storylines within its
narrative economy. This RFH episode thus
gaining control over her l i fe with Walte
limitations expired, A.D.A. Gilan Hardwicke cannot prosecute Dixon, Ramos and
Gammon for raping Walters, but she still charges Walters for assaulting the three men.
Benson requests | eniency for Walters who
history of abusive foster homesdalack of support network that would have enabled her

to report the crime when it happened. I n t
with rape victims such as Walters and Salander who were betrayed by authority figures

and failed by the statBenson expresses her moral conundrum in the following argument

with the state attorney:

Benson: So Camille goes to prison for a posttraumatic reaction to beingagsty and

those bastards are gonna walk away free?

Hardwicke: Before you get tameepy for the defendant, bear in mind, she sodomised two

men and seared their chest with a scorching coat hanger.

Hardwickeds position can be readThaGirl t he s
with the Dragon Tattooape revenge ar&VUpromotes aarceral feminist grammar of

Gpeaking ouwhich relies on victims coming forward for steponsored justice to be
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served. It also requires victimhood to be marketable which becomes unlikely if the victim

is convicted of a crimé.

The series resolves tigsueslhe Girl with the Dragon Tattoape revenge poses through

the narrative freedom afforded by fictionalisation. Through its RFH epis@&Ml,
remediates Salander into a more palatable incarnation of victimhood. In the novel and

film adaptations, Salnder 6 s persona is constructed as
neoliberal subject gone rogue. Throughout her life, Salander has been let down by the
very institutions that were supposed to guarantee her safety aroeivejl Consequently,

she learnedo be seHsufficient and is shown to actively embrace the-aetfialising

rhetoric of neoliberal subjectivity. For instance, she is an autodidact who utilises her great
intellectual capacities to teach herself hacking and investigating skills, whitshtteawo
employment opportunities, the first at Milton Security and the second as a research
assistant for Mikael Blomkvist. In addition, Salander espouses the cultural imperative that
constructs victimhood as antithetical to the productive neoliberfal.sel Af t er Bj ur r
first assault, she ponders her options and swiftly rejects contacting a crisis centre because
they Mnexi st edvictimg and $he had reeyeersgardetl berself as a victim.
Consequently, her only reaming option was to do whahe has always dorietake
matters into her own hands and solve her
Salander embodies a heightened version of the activetaksk and selfeliant
postfeminist victim. Furthermore, this se#fflexive moment foreagunds the rhetoric of
choice and agency that iis central to neol
guardian fAhad i mprinted in her consciousn
(Larsson 2005:156), her rape revenge constitutes a carefaftgd privatised response

to the systemic issue eéxualviolence.

However, this informed decision to retaliate through criminal actions does not sit
harmoniously with the world oc8VU The tensions between private revenge and public

justice are extemsv el y devel oped i n t he seriesbo

19The spectacle of incarcerated victimhood is not inherently unmarketable, as the commercial success
of Orange Is the New BlaciNetflix, 20132019), Wentworth(SoHqg 2013) and Unité 9 (Radio
Canada, 2012 attest. However, it requires a specific grammar of victimhood that falls outside the
scope of this project.
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AContrapassoo. The SVU squad investigates
room. They link the assault to Julie Wade, Nora Galen and Evelyn Bundy who were
sexually harassed and raped 20rgesgo by Karr, their former high school teacher. The

three women admit to setting up a meeting with Karr in the hotel room to confront him.
However, when Karr claimed they seduced him, Bundy ordered Galen and Wade to leave

the room, drugged Karr and cadtd him with a knife. In her confession, she explains

t hat Afshe | ost ito when Karr deni ed his
6contrapassod which she explains as the fr
of his sino. sonesquemtldy attlse Sal ander 6s
impulsive action triggered by trauma. This is also the case for Walters whose retaliation

was prompted by PTSD flashbacks when she was reminded of the baby she gave up for
adoption following therap. Wal t er s6s mat er nal instincts
more palatable act of passion. In addition, Walters and Bundy are respectively charged

with two counts of trespass and one count of assault for which they will do time. Through

these RFH episies, more specifically their alternative denouement, the series negotiates

the tensions that arise from the neoliberal postfeminist grammépebking oud it

promotes. The spectacle of victimhood it displays polices excesses of neoliberal

subjectivity embodied by Salander.

Revenge byuicide: Hannah Baker and Amanda Todd

Another way in whichSVU reasserts its neoliberal postfeminist grammaéspeaking

outdis through the ways in which it deals with sexual assault storylines depicting suicide.
The episode entitled fANo Goodl3ReasossoNhyY | s |
(Asher 2007), the TV series of the same name (Netflix @ the realife meda buzz
around Amanda 13 BehsbdssWhiglls thec stody eof Hannah Baker, a

student at fictional Liberty High School, who committed suicide and leaves behind a set

of recorded tapes which implicate twelve people who hurt her in various welysling
bullying, sexual harassment, stal king and
entitledMy story: struggling, bullying, suicide, sdlarmis a digital suicide note in which

the 15yearold Canadian student recounts her experience with sexuaultssd
cyberbul |l yi ng.13 Reasors dVhesedtively geneaatedl a lot of media
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attention in the United States, Canada and beyond. The former framed suicide as the tragic
consequence of Athe dark sideoomf Tohdddrsi ¢oyp
picture circulating on social media. The latter was criticised for its graphic depiction of
rape and suicide, as well as portraying su
2017).

SVUcapitalises on these media events thraaugkpisode that is at once RFH and ripped

fromf i ction. The detectives investigate Amarl
who is gone missing after being cyberbullied by her peerbetrast videoblog post

before her disappearance, Fowler expldira her reputation is ruined because a picture

of her at a party is being circulated on social media. The photo shows her passed out on a
sofa, halfundressed with insults written in black marker all over her body. She then reads

aloud some of the hatdfutomments that were texted to her and ends her videoblog by
asking: AWhoever did this, and you know wl
The detectives eventually trace Fowlerds \
find her, she reveals thslhe was raped at the same party where the picture was taken, but

she has no recollection of who the perpetrator is. Benson and her colleagues thus
endeavour to uncover his identity. The episode thus reverses the premise of Baker and
Toddds n aead diteling reer audience the reasons that drove her to run away,
Fowler demands an explanation. More than just an effect of the police procedural genre,

this shift in the storyline reflects the ways in whi€lvU constructs a grammar of

Gspeaking oudthat frames suicide as a failuiee moveon from victim to survivor.

Indeed, as the case progresses, Fowler refuses to testify in court because she is still bullied

online by students from her school who blame her for the arrest of three of their

cl assmat es. Fowl er posts a videoorebeiag mi ng
the victim. And | feel great because |1 0ve
the power, and | 6ve decided whatever happ
because I dm not that girl, .andolldmnmseweers cg
behaviour as fApink cloudingo thereby i mpl

unsustainable and potentially lethal. The detective decides to reach out to the teenager,
reminding her coll eaguyear s hadgo dljecReEly! il st n

to Lindsay Bennett who committed suicide after being gang raped at a fraternity party in
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the 2013 episode #nAGirl Di shonoredo (S14E2
Rollins may alsdoerefering to Amanda Todd whéilled herself in 2012This system of

references is represented in the figure below.

P SVU “No “My story:
Syl S Amanda Good struggling, bullyin
Dishonored” . - Amanda Todd ——— > 9919 BIVING,
S14E20. 2013 Rollins Reason suicide, self harm”,
’ 2017, S19E04 2012, videoblog
Lindsay Mandy
Bennett Fowler

Figure 6: SVU intertextuality and RFH

During her intervention, Rollins shares with Mandy her own experience of sexual

harassment in her youtind shows her tattoo that spells out her name. She explains its

meaning in the following way: Altds my nan
who | am, not any of these ot heThethkeat ef ul
namesakesd similar experience of sexual \

grammar ofspeaking ouwiwhich promotes a linear progress narrative of recovery. Rollins

and Fowler personify a neoliberal victim who successfully moves oniv@ubecomes

part of a seHactualisation project; Rollins puts to use her experience of sexual harassment
through her work in the SVU squad while Fowler leads an awareness campaign at her
school . I n contrast, Todd®ofamedasirationalantl de a't

tragic.

This episode is one of many examples of the ways in which cultural representations of
suicide and victimhood are mutually constitutive. Suicide attempts are often used as a
narrative device to introduce trauma storylinEso r i nstance, i n  AGir
Benson and her colleagues are called to investigate a gang rape at a fraternity party when

the victim, Lindsay Bennett, tries to jump off the roof of a university building. The

detectivesd i nveshe gcaliloeng el sa dinhiwairstterda thi yo n
multiple sexual assaults implicating memb
Factoryo. The episode presents a fictione

varsity athletes in Steubenville, Ohibhe ensuing highly mediatised trial resulted in two

rape convictions and three coashnd school officials being charged with obstruction of
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justice and tampering with evidence. The telefilhe AssaulfLifetime 2014) sets up its
rendition of the 2015t eubenvi ll e high school rape ca
attempt on her own life. RFH is a mode of storytelling that accommodates the inclusion

of a suicide storyline which was absent from the-liéaimedia coverage of the trial. In

the TV serieand the film, the spectacle of distressed suicidal subjects sets the scene for

a spectacle of victimhood especially poig
infringed by the very institutions who should protect them, thee university in the

former instance and the high school in the latter. Fictional narratives of suicide can thus

sustain a neoliberal grammar of victimhood.

The ways in which suicide and sexual assault narratives jointly produce neoliberal
subjectivities is most salient if wead1l3 Reasons WHythe book and the TV seriés
as both a suicide note and a rape revenge

13 audio clipssets out the reasons for her suicide while also holding accountable the

people who hwowudoherreddy hopecause | 6m abou
i fe. More specifically, why my | ife endec
one of the reasons whyo (S1E1). While she

her body, Baketays out the rules for how she wants her story to be heard. The tapes
should be listened to and then passed onto the next person on her list. Should her guideline
not be respected, the tapes wil/l be rel eas
form of Dblackmail: in exchange for her sil
own shameful actions. She also uses this suicide note to disclose feelings she felt unable

to voice when she was alive. For instance, she confesses to an accideatisea the

death of one of her classmates. She also expresses a profound remorse for not being able

to stop the rape of fellow classmate Jessica D#was she witnessed. Finally, she
describes how she was raped. These confessions implicate Sheri Hotlamoninal

negligence, Justin Folley as accessory to rape and Bryce Walker on two counts of rape.
Bakerds admission of gui |t is equally a
responsibilities for their duesarapesvengeéonsec
narrative which also plays oata revenge fantasy inherent to suicidal ideation, namely

that she will be able to witness the impact of her death on the people who wronged her.
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Like Salander, Baker is the archetypical postfeministinmiavhile she simultaneously

embodies its contradictions. She is let down by the school who failed to address the culture

of bullying that contributed to her suffering, a position her parents strongly defend in the

TV seriesd second Higk GchooinShédfgels padicularty betrayeéde r t y
by Kevin Porter, the school counsellor, w
details of the assault or press charges, h
she feels rejected by her femakeps despite their shared experience of sexisrsendl

violence, she decides to take mattersiterally her life 7 into her own hands. Her
endeavour to tell her truth is both symptomatic of the suffering caused by an atomising
culture of bullying and a project through which she reasserts herself as anezr@veal,
risk-taking,andsels uf f i ci ent neol i beral subject. Bak
as a protest to the unsustainable ideals of neoliberal approached to wellbeing (Rushton
2019). Indeed, Porter stands in for a society who offers naingfal response to the
spectrumokexualvi ol ence Baker experienced. Conseq
challenges the neoliberal grammar of recovery which requires the transition from victim

to survivor.

However,13 Reasons Whyresents an embodiethrrative of trauma which turns rape

and suicide into a spectacle. The tapes ar
selfedited persona. Her confessions are consumed by her peers, and by extension the
novel 6s reader s an dnd thdreirculafon cast hdr assa@elebritye we r
within the realm of fiction and beyond. The commercial success of both texts attests to

the extent to which her revenge narrative is marketable. It presents a privatised solution

to a systemic problem whilseemingly challenging power structures. This is most salient

in the Obutterfly effectd metaphor Baker u

AYoubve heard of the butterfly effect, ri g
right time in just the right place, it can cau:
|l tds chaos theory. But, see, chaos theory
change in a big system can affect ohaner yt hi

of evensthat led to her suicide thus laying the blame on individuals: had Justin not taken
a suggestive picture of her , she would no

written her name on the fAHot beind\hertfriendl i st ,
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Tyl er woul dndot have stalked her, and so o
consequences are interconnected gestures towards the gendered power dynamics at play,
but it still reifies the primacy of individual choices. In fact, tgbout the book and the
series, characters remind each other that

ending her life was her own decision.

The second season B8 Reasons Why particularly invested in enforcing the neoliberal
recovery ethos. Dr i ng the | awsuit brought by Baker
administration, her character comes under scrutiny. For instance, -aidpelh Porter

ponders on the stand how his last meeting could have gone differently. In the alternative
scenariche conjures, he asks Baker directly if she is thinking about suicide and if she was
raped, rather than indulging her veiled allusions. Even if Porter feels he could have done
more for the student, his projection implies that had Baker explicitly voicesu@dal

ideations and detailed the assault, he would have been able to support her. The series thus
frames Bakerods suicide as her own persona
recover. This emphasis on sedisponsibility is actualised with eéhcourt ruling, which

finds the school district not guilty of failing to protect Baker. The verdict suggests that the
school 6s agequattandcHarmnahiissto blame for keeping so many secrets. It
reaffirms the ways i n toahltural expettatipns af kgalmgg o ut ¢
The following discussion between Baker ds m

neoliberal approaches to mental health informs the dominant narrative of survival:

Olivia Baker: Sometimes | think if Hannah wdutave come to me, maybe things would

have been different.

Jessica Davis: Maybe it was too painful for her to talk about it. Maybe she kept it all in to

protect hersel f . [ si ghs] |l 6m not good at t
brave.

Olivia Baker: Oh, but honey, we both know t he
brave. Feeling the pain, facing ité that t

ltds okay (S2ES8).
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By framing 0s peBIReasogs Wnométesansarkdiable grammar of
victimhood. Indeed, the spectacle of sexual violence can only be consumed if-citizen

consumers are alive and healthy.

Despite its narrative premisé3 Reasons Whiisavows suicide as a viable way to deal

with the trauma of sexuabiolence. This position was made explicit through the

producerds response to the controversy su
suicide. A link to crisis resources and helplines is included at the end of each episode
along with content warning$he neoliberal selfesponsibilised subject is thus activated
through the seriesd narrative structure. T
userdirected watching experience characteristic of streaming TV series (Horeck 2019a).

Ho r e c k 8isof thersariés gompellingly shows how its narrative hermeneutics orients

a specific mode of consumption, i.éingewatchingd This is significant considering the
series is geared towards an audiencéd of t e
sexual violence echoes fAgirls in crisiso
various struggles, including poor seffteem, body image issues, hypexrualisation, etc.
(BanetWeiser 2018c:46). The injunction to speak out to move on thuseisy into a

neoliberal discourse of empowerment. AsBavMet i ser argues, dAgirl p
a commodity in its own right but also refe
In other words, the solution to sexual violence put forward3rReasons Whis to

continue watching the series. In addition to its circular fallacy, this also has troubling
implications in the way the series portray the perpetrators, an argument which | will
develop inChapter 5 CelebrityPerpetrators

Thedifferentiatedvalue ofvictimhood Hannah Baker, Jessica Daviyler

Down

Celefiction is the key to understand how TV series reproduce dominant narratives about

who is a@eservin@victim and who isundeservingwhilst seemingly challenging these

tropes. On the surfac&3 Reasons Whgnd SVUdisplay a sophisticated understanding

of sexual violence: they draw on Kellyds ¢

a spectrum of socially sanctioned male aggression that takes differens {sexual,

physical, psychological, economic, etc.). Over its 22 sedSdhishow the pervasiveness
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and multiple declensions of abuse. Similatl$,Reasons Wishows the full spectrurmf

sexism. Each episode of the first season explores a sgenifiof violence, ranging from
harassment to digitally mediated violence, and eventually culminating in rape. However,
Horeck argues that this narrat iaceeof ther ogr es
continuum of violence because it contributes to its gamification, whereby each episode
becomes an episode vi ewer sl3®RReasonsiNailbtoc k 0 ( 2
explicitly address the imbrication of sexual violence and structurgualiy. This

mani fests through the seriesdé different 1t

Jessica Davis and Tyler Down.

Season 2 ofi3 Reasons Whgoncludes with a graphic scene of matemale rape in
which Down is brutally raped by a groop student athletes in a school bathroom. Brian

Yorkey, the series creator, defended the inclusion of this scene in the following terms:

When we talk about something being O6disgus
are attaching shame to the edpace. We would rather not be confronted with it. We

would rather it stay out of our consciousness. This is why these kinds of assaults are out

of our consciousness. [€é] We believe that
(Lockett 2018)

His agument echoes a feminist politics revolving around breaking the silence as a
political end. The lexical field of shame and disgust also reproduces a cultural hierarchy

of victimhood even though it seems tso chal
work on the abject, Imogen Tyler argues that rhetoric of disgust produces certain bodies

as abject (2013). Disgust thus delineabe®rthyd victims from dunworthyd victims.

Arguably, all three rape scenes are uncomfortable to watch. The seriesstipdaldtural

hi erarchy of wvictimhood in the ways in whi

respective physical and psychological traumas.

Baker 6s | arpetvictimasmgver aafled into question in the first series. Her
suicide scene draws on the visual representations of tragic maidenhood (S1E13). In a shot
reminiscent of the Lady of Shallott paintings, Baker lays in the bathtub, her pale grey shirt

clinging to her body, the red blood contrasting with her pale?$Kiimrough this scene,

20 This shot was edited out after much protest for the ways in whighnitorised suicide.
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Bakerdos violated body is eroticized. I n ¢
entire torso in the scenes where he documents his physical recovery through photographs
(S3E2). This representational choiceisthusgenderedrBake body i s objecti
Tyl erds is not. Paradoxically, it i's this
spectacular rape victim. As a male rape victim, Down is delegitimized. If gender plays
into the spectacle ofesrameevi dthiemsséerb ®dide
Da v i s-dakedbauy at a studelstd protest (S3E11) reveals the ways in which gender

and rape intersect in the objectification of rape victims. Davis, along with fellow members

of her sexual assault survivor cluiorms the football field during a match to protest the
school 6s handling of sexual violence. The
culture has to goo, and print hands i n r¢
violence. Unlike Baker, Davis acti ons ar e depi ctfuellddbyas expl
rage. The series implies that Davis, a mixade rape victim, needs to be policed, which

it visually represents through campus security forcefully removing Davis and her acolytes

from the field.This juxtaposition of sequences reveals how the series upholds dominant

rape myths, which cast young white female virgins agitteabrape victim (Projansky

2001).

In addition,13 Reasons Whand SVUboth imply that the legitimacy afexual violence

victims revolves around their willingness to abide by the rules of the celebrity
confessional. Anthony Rappb6s cameo as the
visually inscribes celefiction testimonies within the moments of mass disclosure tdiggere

by the accusation against WeinstéirThe public confessional is fully exploited at the

end of the third season when Davis uses her platform at the school assembly to talk about
her experience of sexual violence. Her candid speech triggers other stucientling

Down, to publicly share their own story in an emotive montage sequence. This sequence
visually quotes from a scene 8WWH s f i ct i ol3 KéasomsaWhy ofinN oo fGo o d
Reasonso concludes with Benson dasdemblyer i ng
During the workshop, Fowler shares her experience of sexual assault. Inspired, other

students speak up. These scenes consBpetking ouas the only legitimate feminist

21 In October 2017, Rapp accused Kevin Spacey of making unwanted sexual advances three decades
earlier. His interview encouraged at least 14 other men to accuse Spacey of sexual assault.
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form of protest because of its proximitythe religiousconfessional (Redmond 2008) and
the courtroom testimony (Serisier 2018). Both series signify that Davis and Fowler have
successfully managed the transition into survivorhood through these moments of self

possessed disclosure.

Mediatedspectaculawictimhoad: Hannah Baker and Amanda Todd

So far, Ihavediscussed the ways in which fictional characters implicated in rape revenge
narratives embody a postfeminist neoliberal grammar of victimhood. | now turn to the
celebrityvictim® a c ¢ o u experiente totinteerdgate the mechanism of visibility at
play in their celebrification. How can a victim who remains anonymous to this day
effectively convey the affective reality of the assault? | suggest that common elements
across their personal storigsoduce a web of affects, in which fictional charaster
become the voice and face of anonymous victims. Celebictyns and celefictional
victims are thus bound together through a shared spectacle of victimhood. | analyse the
role of technology in mediag the affective reality a§exual violencel argue that digital

media both enforce a surveillance regime and carve spaces for resistance.

The celebrification of celebrityictimsis contingent to the spectacle of sexual violence

and its aftermaths. lwhat follows, | analyse the ways in which these displays of assault

are technologically mediated. Like Horeck (2018), | resist a moral approach to digital
technologies and discuss instead their political potential in light of their usage by and
against ckebrity victims While digital media can be accessories to perpetrating sexual
violence online, they can also operate as spaces of resistance. Hannah Baker encapsulates
ambivalemattitudes towards digital media. Technology, more specifically 7 tapebats w
enables her to tell her story on her own terms. The ri@&/&easons WH2009) and the

first season of the TV series adaptation of the same name-{2@4d@lves around two
simultaneous narrations. Clay Jensen mourns the death of his friend doddirstannah

Baker who committed suicide two weeks earlier. He receives a shoebox containing the
cassette tapes Hannah recorded before her death in which she explains her struggles. The
printed text reflects this dual narration through the typewriting:rtHarh 6 s t est i mor
italicised and -pessoneaccountintregulactont Ip thesseried, thestwo

temporalities of storytelling are materialised visually through stark differences in colour
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temperature. Clay is the protagonist that guidesuiewers through the present day,

filmed with a blue camera filter, which creates a gloomy atmosphere. A yellow camera
filter i's used to increase the vibrancy a
flashbacks, thus instilling a sense of nostalgevClayi and the viewers listen to the

tapes. The cassettes mediate Hannahoés per
explicit in the opening sentence of her r
here. Live and i mgagements.&oencofe.éAhd thidtimer absolutelyn e
no requests. o (Asher 2009:7) . Technol ogy

victimhood.

However, for Hannah, not all technologies are empowering, and she resorts to analogue
technologies to tell heruth. She outlines the narrative structure of her tapes on a sheet

from one of her school notebooks, and a copy of it is later entered as evidence in the

di scovery file for the | awsuit brought by
S1E12). For Hanah, the traditional pen and paper adds a veneer of veracity to her
narrative. It produces textual evidence of the harassment and assault she experienced, with
less risk of her truth being corrupted. The assumption that digital technologies are
potentially unsafe is explicit in her explanation for drawing a paper map retracing where
the events she discusses took place: AA ma
no chance for the interweb to make everyth
rationale for recording tapes rather than digital files pertains to the authenticity labour
required bythescal | ed ol d technol ogy: Altés not s
emailed you an MP30 (S1E1). Therdthdtépesrt of
makes her story trustworthy in the same way that listening to the bequeathed tapes is a
material manifestation of her testimony. The emotional labour required from her audience

to pass the tapes onto the next person further substantiateffettivea reality of her

narrative.

DIY as a strategy to counter the ways in which digital media can facilitate the perpetration
of sexual violence is also used by Amanda Todd in the YouTube video posted before she
committed suicide. The 8 minuténg video shows Amanda waving flashcards at the
camera on which she spells out her experience of cyberbullying after nude webcam

pictures of her were shared on social media. In her video testimony, Amanda details what
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Nicola Henry and Anastasia Powell (2017) céléchnologicallyfacilitated sexual

violenced i or sexual offenses enabled by digital media. The absence of a soundtrack
draws the attention onto the story as it unfolds for the viewers to read. This emphasis on
written words speaks to the permanence efthteful messages targeting Amanda on

social media. In addition, the grainy black and white images give the video a homemade
guality, implying that Amandads story is t
into the public sphere, rather than giker way around. The occasional grammar mistakes

on the flashcards equally attest to Amand:
imperfections reveal the tim@nsuming process of DFgtorytelling. Similarly, shots of

Hannah recording, decoratingnd organising the tapes in the shoebox tacitly challenge

the instantaneous logic of social media platforms.

Amandads use of video remediates the very
in enabling cyberbullying in the first place. Videoaigechnological support that allows

her to extend the reach of her story told on flashcards. Indeed, the video quickly became

viral in the aftermath of her death, receiving over 1,600,000 views in the 3 days following

her suicide (CTV News 2012). This intennection of old and new media is reminiscent

of the visual blueprints of online anmtipe activist campaigns such &soject
Unbreakable Launched in 2009 by Grace Brown, this photographic project uses the

visual imagery of the selfie to share storiésexual violence. Each submission features

an unnamed individual holding up a poster with a quote from either the perpetrator(s) or
people who disbelieved the survivords acc:
human body holding it with the fa@ shown or not creates a distance and allows the
survivor to tell their story and not be de
speech, the selfie operates on multiple levels to articulate what is both literally and
figuratively unspeakableni cul t ur e 0 ( F eProjec drdbbrgakadl® 4 7 e 1 B3 ¢
photographs or Amanda Toddés video selfie
- one that resists showing the lived experience of trauma while also resisting its
commodification. It usesogial media as a tool to generate collective solidarities which

can translate into redife protests. Significance of the poster narrative, part of the social
movement repertoire. For example, RFH AGir

and morggenerally digital activisni including the series metafictionalmiseen-abyme
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DIY -storytelling thus hybridises old and new media to resists dominant narrative of
recovery from victim to survivor. As Ferredayargue il n a context that
violence as unspeakabl e, activist selfies
(2017a:129) . This is especially true beca
posthumously. As | already discussed earlier in this chapter, suicide narraives c
challenge neoliberal survivor citizenship. To refuse to be a victim or a survivor is to refuse

to partake in a spectacle of trauma on the grounds thatiisnoannoi be commodified.

Indeed, to be a suicidal victim is to be mmmductive subjectaccording to the
postfeminist neoliberal grammar of victimhood. However, the viral circulation of
Amandads video and t hld Reasonmsidghow that theseu c c e s ¢
narratives are still marketable. For Amanda and participants of Project Unbeeaiabl

media can be empowering insofar as they provide the technical support to disseminate
stories told through media deemed more authentic. Because selfie activism still relies on

a form of looking, it equally raises interrogations regarding the consumpf the

spectacle of traumiain this case, rape and suicide.

Conclusion

This chapter deals with the celebrification of sexual assault victims into feminist icons.
Fictional accounts of both cases render the ethical paradox of celebrification apparent:
dramatization of redife cases ensures the perennial visibility of cetetactims in the

public sphere, yet these stories need to be of surviving the aftermaths of the assault.
Celebrity victimsthus reveal another layer of the postfeminist grammar of victimhood,

one that is predicated on surviving at all costs. In additionséxual violence to be
spectacular, celebritwicim® t esti moni es need t o be equ

conveyed through intimate and affective registers, which raises important ethical

guestions.
Each SVU episode opens with an exttizegetic voiceh a t announces, At he
storieso, as part of the opening credits.

victims and the professionals who investigate and prosecute these crimes. Even though
celebrity victims and celebrityictims are widely represented i8VU, the seriesd

episodes disproportionally focus orlebrity perpetrators and celebriperpetrators In
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the next two chapters, l[turn ®&/W s r epresentation of power |
incriminated for sexual assault (i.eelebrityperpetrators andsex offendersvho have

become famous for their crimes (i.e., celebpéypetrators.
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CHAPTER 4:.CELEBRITYPERPETRATORS

Celebrities accused of sexual violence, hereaftdebrity perpetrators, are compelling

case studies to analyse celebrity desecralitisha Kavka(2020)defines desecration as

the disrespectful or irreverent treatment of something hoglebrity desecration thus
refers to the wimaking ofcultural icons.RuthPenfoldMounceds taxonomy (
celebrated criminality is useful to understand the intricacies of desecrations as gendered
phenomena. Penfolillounce identifies three categoriescefebritycriminalsi &elebrity
suspect§ celebrity criminal§ and &elebrity deviantd Celebrity suspects are public
figures whose fame is tainted with suspicion of a criminal act. In other words, they are
celebrities known for their accomplishments, who risk being known simply for the
publicity generated by theriminal allegations. Celebrity criminals are celebrities
convicted of a crime by a court of law. Celebrity deviants are celebrities whose public
images are built on their rebellious identities. They need not have committieakesbut

are expected by thaiplic to be implicated in illicit activities. The organising principle of

this classification revolves around the effect of felony allegations onto the celebrity status.
Celebrity suspects are still known for their merits and talents, but this statuly is on
precariously retained, and they cano sl i de
dissociate their persona from the stain of scandal. In contrast, celebrity criminals are
former achieved celebrities debased by publicity. This transition impliethiiapublic

image is no longer linked with their accomplishments but rather dependent on the
circulation of their name and image as a currency for gossip and sensationalism. Celebrity
deviants are the only type oélebrity criminals whose associationittv crime benefits

their brand. The publicity generated by their celebrity provocations or subversive persona
is substantiated by a suspicion or conviction of misconduct, thus consolidating their

attributed fame into achieved celebrity.

Read alongside Rd{e0 s typol ogy of cel eMoiufniceatsi o1
classification ofcelebritycriminals provides an understanding of celebrity downfall as a
reframing of fame rather than a loss of visibili#Zelebrity suspeétcécelebrity deviarg

and &elebrity criminabe ach r ef er to a specific mo v en

hierarchy of fame, which values talent and merit over publicity. Specifically, each
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subcategory otelebrity criminals refers to a tension between achieved celebrity and
attributed fame. A discussed in the previous chapters, this distinction upholds gendered
hierarchies of fame. Like celebrity consecration, celebrity desecration operates according

to a cultural hierarchy of fame that relies on gendered assumption around status, labour,
andl egi ti macy. It also reproduces the gende
as impoverished through the decline of talent, merit and achievement, and the rise of
publicity and sensationalism. In addition, the disavowal of attributed famedisnti@

gendered consumption practices. The spectacle of celebrity downfall is readily available
through gossip and celebrity news, which are associated with the domestic and private
sphere. Penfollouncedés taxonomy | ays thebritgr ounds
desecration as a gendered phenomenon. The figure oél#imityperpetrator, however,

further complicates this classification.

PenfoldMounce argues that depending on the type of crime, cultural context and public
image strategies, there are thpessible outcomes farelebrity criminals: they can be
deglamourized, remain unaffected or benefit from their association to crime (2009:144).

The type of offence and its severity will affect dedebrityc r i mi nal 6s capaci't
their public image For instance, suspicion or conviction of paedophilia leads to
irreversible deglamorization (PenfeMounce2009:147). However, the successful
careers of Roman Polanski and Woody Allen suggest the contrary. Rbtdaltte

argues that the perceived gravdl offences evolves through time and across cultural
contexts. An exampl e of this is Donald J.
multiple allegations of sexual harassment (Barbaro and Twohey 2016), when similar
sexual misconduct ended other poéticareers. According to PenfelMounce, the
determining factor when it comes to celebrity status rehabilitation is the extent to which
the association to crime contradicts a cel
deviants are more likelto recover from this form of scandal becatisie corresponds

with audience expectations based on their subversive persotias instance, illegal

conduct can authenticate their brand. Most of the examples provided by Pdoiaide

of the celebrity deviant are of famous people consuming illicit substances or behaving in

an irreverent manner in public. However, when applieddebrity perpetrators, this
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category reveals the ways in which sexual violence and celebrity culture are mutually

constitutive.

In their introduction to theCelebrity Studiess peci al i ssue MnNDesecre
Romana And and Sean Redmond argue that the fact that a lot of examples of celebrity
scandal revolve around sexual ideolsgiesahatduct r
shape [celebrity culture]o (2020:1). I n ot
desecration or celebritySchadenfreudé has the potential to disrupt the meritocratic

logics central to celebrity culture. Sexual assault allegaticould thus constitute a
particularly productive form of celebritgchadenfreudasofar as they allow a critique

of the imbrications of sexism and celebrity culture. However, the prevalence of media

texts focusing omelebrityperpetrators calls for aone nuanced analysis. Even in a post

#MeToo eracelebrityperpetrators are given a bigger platform thalebrityvictims, as

illustrated by the spectacle of the Harvey Weinstein trial. In addition, RFH storylines
revolve around the figure of trelebrity perpetrator, which implies that their story has

more cultural and commercial value than the accourtdslebrityvictims or the celebrity

victims

I start with the fictional i sMationa freasufe Ji mm
(Channel 4 2016 and theSVUe pi sode #fADi ssonant Voiceso
complex affective processes at play in celebrity desecration. While these allow for a
critique of celebrity culture, they also limit its scope. Similar processes are at play in the
dramatizatio of Dominique StrausK a h n 6 s perSgb wahhlScomched E
(S13E02)which illustrates the ways in which celebrghadenfreudis shaped by racist,

sexist, and classist discourses. | build on my discussi@vobs RFH of Roger
AThe MNends r( S 1 &hajptd 2CelebnityVictims to discuss the ways in which

shame is gendered. The same episode provides an entry point to explore the construction

of Ber nar doautdirpersomal |sltow havshe figure of the filmuteuris

gendered. | conclude the chapter with an analysisSWED s AfReasonabl e |
(S15E22) , inspired by Roman Pol anski dés rap
accusations, revealing how the figure of #uteurlends itself to a rhetoric of injury and
victimisation, which enables famous artists like tBlkrcci, Allen, and Polanski to

maintain their celebrity status despite criminal accusaGhsAppendix 3.
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Contained celebrity desecration: Jimmy Savile

In her discussion of the mediatisation of the case against Jimmy Savile, Caroline
Bainbridge (2020) argues that the fictionalised accounts of Savile provide the affective
space to collectively come to terms with the desecration of this former BritishShen.

situates the TV dramdational TreasuréChannel 4, 2016) within an emergent televisual
archive of TV series and documentaries tac
enabl ed hi m. Fictionalisation, Bainbridge
specific associations to indduals onto symbolic condensations that bring to life the

broader thematic resonances of a series of cases involving different perpetrators in a range

of contextso (2020:83). I n other words, R
intricacies of eeh individual case to make sense of broader patterns of abuse. It draws
connections between severalebrity perpetrators to highlight common denominators

that enabled them: gendered hierarchies, institutional aqverelebrity status, et&VvVU
RFHepimdes | i ke fANewsr oo nGhapleiRRivairltdggther casesa | y s e
from different contexts (Bertolucci, France, 1970s, cinema; Ailes, US, 2016, television)

that nonetheless speak to the same sexist dynamaerpinning stardom. Oth&VU

RFH episodes |like fADi ssonant Voiceso (S15E
and the McMartin preschool tria(€f. Figure 7) are less successful in addressing the
imbrication of sexual violence and celebrity codtuFar from being an anomaly, this

episode reveals the tensions inherent to RFHcelkbrity perpetrators, between

condemnation and rehabilitation.

National

Paul Treasure,

Finchley 2016, TV
series

Jimmy Savile ¢——

sSvu
“Dissonant Jackie

Voices” Walker
S15E07, 2013

Virginia Peggy. Ray Peggy Ann
5 McMartin
McMartin Buckey Buckey
Buckey

Figure 7: RFH of the Jimmy Savile case
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According to Bainbridge, the dramatization of refd celebrityperpetrators challenges

the dominant understanding of fame as untouchable. It creates the space to critique
celebrity culture and provides affective channels for audiences to process antbival
celebrity attachments. In the case of Savile, former fondness is disrupted by betrayal,
repulsion, and guilt. As Bainbridge shows, the emergent televisual archive around the
Savile case seeks to reconcile undhguivoc
reparati ve readi ngs. Buil ding on Mel ani ¢
Bainbridge argues that the need for reparation stems from the guilt of having cared for
Savile and thus constitutes an effort to salvage these meaningful connections (2020:82).
This is realised, in part, by the pleasur
This framework is thus useful to understand the affective hermeneutics of RFH. Every
SVURFH episode builds in storyline elements that trigger feelings such as disaglst,

disbelief. They also feature cultural reference or narrative clues pertaining to thiereal

case behind the RFH. The pleasure of watcldig) stems in part from catching these
references. This creates the distance necessary for audienceshle lmavigate their

ambivalent attachment between reprobation and reparation.

At the same ti me, RFH is also a mode of s
toxic celebrityo (Bainbridge 2020:79). Wit
containment entails the creation of reassuring discourses which facilitate the therapeutic

i mpetus t o A mov eNatomabTreasurpthistishaehiewead threughotlie
casting of Robbie Coltrane as Paurlankibnsc hl
personification of thédarry Potter character Hagrid makes him a trustworthy celebrity

who can help fans navigate their ambivalent celebrity attachments (Bainbridge 2020:84).

In SVU, the seriesd cathartic forimdedméortihul f i | ¢
knowing that the culprit wildl be found anc
understand the therapeutic dynamicselebrityp er pet r at or s6 r emedi at
framework to consider containment as also being synonymdhskegping critiques of

celebrity culture under control. Indeed, as Karen Boyle argues about the emergent corpus

of reparative readings of Sav iabdodteleviiadnhes e d
as well asbeingt el evi si ono (20 2 and3NBA hHave dexwnsti@tada n n e |

through the commercial successNutional Treasureand SVU, the television industry
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can profit from the spectacular downf all 4
i mplicate itself. | n otaihneent faelitesd gitiquesRdF HO s 1
celebrity culture without fundamentally altering its structure nor challenging the
ideologies that underpin it.

This tension is at play in ADissonant Voic
Walker, a famous TVeality singing coach and music teacher at a prestigious Manhattan
pre-school, for molesting two foryearold male pupils, Jonah Allen and Cooper Burns,

and two of his former students, Brooke Allen and Rachel Burns, both now 15 years old,
and J on atodoesp ea @ d respective ol der si bl ing
investigation, the detectives identify similarities with the Savile case. He and Walker seem

to display the same predatory pattern of using their celebrity status to groom young
children,regad | ess of their gender, over decades.
feeds into the remediation oélebrityperpetrators like Savile as arrogant and repulsive.

Scenes where Walker vehemently denies the charges brought against him channel any
negatve feelings towards Savile andd&ect them at Walker. In a surprising plot twist,

the detectives find that Walker was innocent all along. He was framed by Brooke and
Rachel as retribution for not giving them a place on the singing reality show. Brubke a

Rachel coached their little brothers to falsely accuse Walker and planted DNA evidence

inthedayc ar eds musi c r oom.

Most of this episode accommodates a condemnation of Savile and the way his fame
protected him during his lifetime. This is evoked thglexplicit comparisons to Savile,

as well as lengthy discussions in the precinct about the difficulty of prosecuting a case
involving young children and a celebrity defendant. Its denouement constitutes a
reparative reading by implying that not all celébs working on children shows are

sexual predators. Narrative containment comes in the form of a storyline validating the
painful process of celebrity desecration with a reassuring denouement. It acknowledges

the real distress caused by Savile and pewid comforting explanatiorcelebrity
perpetrators are only a handfuldfad apple§and, as a result, are not representative of
television celebrity culture. As a result,

stardom but reframes abuse as anviddial rather than an institutional issue.
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In a narrativetour de forceSVUeven manages to shift t he r ¢
wrongful arrest onto its viewers. This is achieved through the seconlifeezdse that

i nspired ADiI s s ochlatm presthool tdaés.sMembers &f the WWEMartin

family were prosecuted in a series of trials from 1987 to 1990 for assaulting 48 children

at the daycare centre they owned. It is one of the longest and most expensive legal cases

in American historyyetit resulted in no conviction. The interviews with children were
biased and thus couldndét allow the jurors
committed the abuse (Reinhold 1990). This case is important in US popular culture for it
fuelled a moralpanic around childnolestation committed by deagsare providers,

including Satanic ritualdeYoung 1997). As a result, this RFH revolves around the lack

of trust in childcare practitioners, shifting the focus away from the lack of trust in TV

celebrity cuture.

The denouement forces viewers to-eseamine who they consider untrustworthy
childminders. It challenges the trope of tigay paedophil@and thedlack rapish by

proving that Walker, a black and gay male teacher, is not a sexual predator. As detective
Rollins says, in Walkerdés defence, fAHe's a
gets accused giaedophilial mean, the charges may go away, but taemswvon't.” |

return to the homophobic and racist representations of sex offenders in my analysis of the
monstrous celebritperpetratorsin Chapter5 For t he sake of this
identity is a convenidnshorthand for the series to signify to its assumed white and
heterosexual viewers that they are perhaps overzealous in their indictment of TV
celebritiesri BeasoaadXpr gusilaen when she real
invitation for viewersto reexamine their assumptions when it comes to celebrities
suspected of molesting children. The implicit message is that indivddalappleSare

the root cause of sexual violence, not the television industry nor celebrity culture. This
does not const the fact that celebrity suspects make for a compelling media spectacle,

which | further explore in my discussion of celeb@ghadenfreude

The perp walk: Dominique Straushn

The O6perp walkd is perhaps t he tumedintoapr ev al

profitable media spectacle in contemporary US culture. This practice of US law
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enforcement consists of transporting a suspect in custody through a public space, allowing

the media to get photographsrayet al. 2010; Boudana 2014; Bock 2015). Perp walks
constitute what Harold Garfinkel has cal l
been popularised in New York City in the 1
campaign against whieollar crime(1956:420). Public denunciations fulfil the key social

function of building group solidarities asdignation andeinforcing a collective identity

through shared feelings of rejection or disgust. As Sara Ahmdd)20gues, emotions

produce social relanships and delineate logics of inclusion and exclusion. For instance,

the person laying the blame and their witnesses align themselves to one another by
ostracising the offender. Consequently, st
canbered as a form of fAsecular communionodo (1
investiture in both structure and social function. For instance, both desecration and
consecration rituals emphasise the extraordinariness of the person dishonoured, or
anointed, andheir actions. However, identification with social values is reinforced
through celebration where condemnation involves a breach of these socially sanctioned
ideals. Therefore, the dichotomy of profanity versus sacred permeates these status
ceremonies. Iflesecration is the flip side of consecration, status degradation ceremonies

area reframing of celebrity rather than a loss of fame.

In their analysis of celebritjchadenfreudeSteve Cross and Jo Littler (2010) further
nuance Gar fi nk socid mnctoomd dcelelsity downdafl. Theyhaegue that

joyful expressions at celebrity disgrace are inextricable from contemporary neoliberal
economic formationsSchadenfreuddike condemnation, is a collectively constructed
emotion that binds togetheelighted citizens against disgraced celebrities. Celebrity
Schadenfreude onst i tutes a diagnosis of power: A
or humiliation fulfils a specific cultural function precisely because it offers vicarious
pleasure in the wigssing of the powerful being made less powerful; it is an attempt to
address or deal with a severe imbalance of
celebrity Schadenfreudes imbricated within the logics of meritocracy, its political
potential igherefore limited because it does not challenge structural inequalities, nor does

it allow for a conceptualisation of equality beyond relations between individuals (Cross

and Littler 2010: 400). In that respect, celebfighadenfreudéunctions as a fornof
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contained desecration like the one explored in the previous section. It allows for critiques

of celebrity culture without challenging its ideological tenets.

SVbs fictionali sat tKarhndfs RPpemipniwgad & Stnr & thses
E a r tSh3&1) i{lustrates the limited scope of the critique of celebrity culture. Strauss

Kahn, often referred to in the media by his initials DSK, is the former director of the
International Monetary Fund and a French politician whose political career ended
abriptly after he was arrested in New York in May 2011. He was accused of sexually
assaulting Nafissatou Diallo, a housekeeper at the Sofitel New York Hotel. On the same

day, DSK was arrested and escorted out of an Air France plane minutes before its
departurdor Paris. The fictionalised account heavily draws on thelifeadase: the squad
investigates a hotel maidbs c¢claims that a
is, like Diallo, a migrant originally from the stf®aharan continent while RobeDistasio

stands in for DSK. Distasio is the head of the fictional Global Economic Trust and
favourite in the Italian presidential election. The episode thus reproduces the socio
economic inequalities between the complainant and the accused. It offiurst @t
sympathetic reading of Di al |l o00s experien
encountered by accusing a powerful man. The members of the squad do their best to

protect Deng from the media at the same time as they stage a perp walk for Distasio.

AScr ched Eartho thus visually quotes medi a
a carefully staged media spectacle | egitin
However, Di stasiods perp wal k, much | i ke

culture because it is embedded within the commercial logics of status degradation
ceremony. Sandrine Boudanads analysis of t
perp walk (2014) shows that this media ritual legitimises the dominant social order. She
shows how the footage of DSK ushered from the plane or transported to and from the
courtroom by the NYPD was widely circulated by international and US media. Boudana
contends that the perp walk constitutes a carefully staged performance of criminality that
bidges Foucaultbés society of surveillance w
media practice exemplifies the ways in wh
disgrace casts shame as both a tool for social control and as public entertairimaent.

demand for images of handcuffed suspects reifies beliefs in a carceral state as a core value
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in contemporary US society. This footage also grants perp walks the status of a media
event that actively turns shame into a commodity. As a media text wiketnalue, the

RFH episode thus constitutes an additional transaction.

The commodification of shame prevents the RFén construding a reparative reading

of the DSK case. As Myra Mendi bl e argues,
productive (and piftable) when projected on meeieorthy objects, on bodies that
matter enough to meri-t attentiono (2016: 3
speaking print coverage of the DSK trial shows how Diallo was compromised from the

start because of the vrable position she occupied in the public sphere as a black
migrant woman. Called a goliigger and accused of setting a honey trap, Diallo was

vilified in the media. In contrast, DSK stands in for any powerful and famous man who

risks financial extortionfrom opportunistic and media savvy women. Biressi (2018)

argues that the imbalance of power between Diallo and DSK is instrumental to challenge

the formerds credibility and portray the |

Even asSVU casts Distasio as a deeply antipathetic character who does not hide his

mi sogynistic behaviour, the series stildl
Di all ob6s, to disrupt the gendered, raci al
sphere. fie case against Distasio collapses when Deng reveals she lied about being gang
raped on her asylum application. This storyline draws on the problematic trope of the false

rape accusation as a manipulative strategy used by women to further their perdonal an
financial gains. The episode falls short in its critique of shame as a gendered spectacle.
Dengb6s |ie to maxi mi se her chances at secu
and thus discredits her testi mmaikiswhai n con
enables him, and by extension DSK, to claim the publicity surrounding his arraignment

was prejudicial to him getting a fair trial. The uneven terrain of media visibility and
gendering of shame is what makes the perp walk so potent in reprgdsecial

hierarchies.

The price of shame: Roger Ailes

The desecration of Roger Ailes is a compelling case study to further interrogate the

gendered logics underpinning the commodification of shame. | already discussed the
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sexual harassment cases broughtFox News employees against AilesGhapter 2
CelebrityVictims. I returntothéSVUe pi sode fiThe Newsroomo (S1
opprobrium and empowerment are entangled within the same economies of viSibdity.

figure of thecelebrity perpetrator can be read as a counterpoint to the figure of the
celebrityvictim. Survivor narratives that circulate in the public sphere are as much about
telling oneds experience of obuidenoansiggéhal t an
perpetrator(s) and accomplice(s) of the crime. Raising awareness on the issue of sexual
violence in an economy of visibility presu
the perpetrator through public testimony and accusationh &aetWeiser argues that

shame and setfonfidence are discursively bound together because shame can be read as

a t hreat -esteem @01868)sOveraihnifig shame, which is often achieved by
accusing individual perpetrators, is centraipeaking ouwinarratives that revolve around

the transition from victim to survivor. Empowerment and opprobrium are thus two

particularly productive affective currencies in an economy of visibility.

This dynamic plays outclearlyBvVb s f i ct iodn &Ali il eatOi tfethis se . | 1
was brought about, with a concerted effort, by Fox News employees who, following
Gretchen Carlsondéds and Megyn Kellybés | ead,
and shared these accusations publicly. In theoheti world of SVU, Heidi Sorenson

confronts Margery Evans after the latter has just perjured herself on the stand. Feeling
defensive, Evans claims that her relationship with Coyle is different from the one he had

with Sorenson. The following scene showsabvs tryi ng to ascertain
her. She mentions her career prospects, but Coyle starts to threaten her and eventually
sexually assaults her. The whol e exchange
clothes. At a great personal cost, Evdrecomes a hero as she gathers the evidence
necessary to convict Coyle. Through this denouement, shame and empowerment are

inextricably bound in a rather dramatic sequence.

Mendi bl eds work on the economies of s hame
conmodi ficati on of celebrity desecration.
commodi tyo (2016: 1) that <circulates throug
Her analysis of the lucrative economy of public humiliation shows how collective

shaming fays outasan illusion of solidarity within an imagined community. She locates
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shame within the logics of capitalist exchange to examine the paradoxical ways in which

it i s commodi fi ed. As Mendi bl e argues: i
characteses a society of spectacle, we place blame but disclaim obligation. We claim
membership ina morarderwhi | e remaining morally oblivi
other words, moralistic discourses are marketable and the political responses they call for

are equally commodifiable. This is particularly relevant when thinking about the
intricacies of the spectacle of sexual violence in an economy of visibility. Analysed
through this framework, public denunciationscefebrity perpetrators like Ailes seem

limited in their capacity to foster social change.

Sara Ahmed argues that shame is an emotion that operates simultaneously on exposure
and concealment (2@:104). To shame entails revealing something that was not
previously disclosed. Because of thisexpositi t o0 ot her s6 opinion &
affective response to shame is to hide. The double play of making visible and invisible is

thus central to the work of shame. As Harold Garfinkel argues, shame manifests itself in

At he withdr awalpoarntdi ccro voefr itnhge obfodyhet hat s o

appearancé pr omi nent | vy, i n our society, the eye
salient in phrases that denote humiliatior
oneds eyesdneds o6fbaudce iing oneds handsb. Conc

from a vulnerability generated by exposure to others. To shame is thus to utilise publicity
as a way to i mperil someoneds reputation.
the paradignof visibility because this emotion entails a form of witnessing by others or

by the self that stands in for the imagined gaze of an idealised other (Ahmed 2014:105
106). Opprobrium is thus located in a mode of relationality that is orientated both inwards
and outwards, between covering and unveiling. This double movement attests to the ways

in which shamingandbeing shamedre entangled within an economy of visibility.

Il n her 2015 TED tal k, Moni ca Lewinsky <c¢l a
measured by the financial gains made by those whose businesses derive from shaming
practices. Within an attention economy (Marwick 2013), these benefits are measured in a
range of currencies, including onliase traf
emerged, where public humiliation is a commodity, and shame is an industry. How is the

money made? Clicks. The more shame, the more clicks. The more clicks, the more
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advertising dol |-Weisero2018:66u She eultheri develdped rhert
argunent in a 201 New York Tmes pen | etter entitled ARoger
Ni ght mar eo. She details how for mer Fox Ne
Lewinsky-Clinton affair to attract new viewers and ensure the commercial success of the
newcablmews networ k. Under Ailesd | eadership,
that relied on a sensationalistic-Bdur news coverage of the affair and the toahcrease
ratings. Lewinsky c¢claims she was preyed u
shameodo ( quaMeised201i866).Ban et

Lewinskyds testimony highlights the i mpor
not only in terms of personabsts, but also in economic terms. If publicly shaming

women is a lucrative business, it is because it operates on affects such as shame that are
conducive to scandal and spectacle. To analyse the commodification of victimhood is to

trace the ways in whiclthe circulation of affects maps onto monetary transactions.
Tracking this traffic in shame reveals the ways in which misogyny and feminism are
interlinked through the spectacle of opprobrium. This commerce in shame is particularly
salient in the case of kenksy and Ailes: while Ailes profited from shaming Lewinsky

in 1998, he paid the price of being shamed in 2016. The timeline of the sexual assault
allegations against Ailes reveals significant shifts in the cultural and economic values of

shaming rituals.

In 2014, Fox News denied the sexual harassment allegations published in Gabriel
Shermands biography of Roger Ail es. Howev
revived in the wake of Gretchen Carl sonos
News and was succeeded as chairperson by Rupert Murdoch. Several factors can help
explain the economic logic underpinning this permutation from shaming to being shamed.
Firstly, the year 2014 saw the convergence of feminism with brand culture, from
successfubf emverti singéd campaigns such as Al way
performances by seffrofessed feminist celebrities like Beyoncé or Emma Watson
(Hamad and Taylor 2015). This provided the fertile grounds for spectacular display of
empowermene mbodi ed by Carl son and Megyn Kelly
l ong history of sexual harassment . Second

victimhood generated a lot of media traction due to their visibility capital as celebrities.
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This elebrity brand transference made sexual harassment allegations more difficult to
dismiss and therefore more costly for the company. Finally, these public denunciations
became entangled in other business transactions. In 2017, the Murdoch brotherd fired Bil
O6Rei |l |y, another prominent Fox News perso
it was presented as an attempt at changing workplace harassment culture created by Ailes,
one can speculate that this decision was part of a broader PR strategydawpud fa

pristine record to the UK Office of Communications in their attempt to take over Sky

News (Ruddick and Sweney 2017). This case study thus exemplifies the complex
intricacies at play in the cultural economy of shame. It also shows the ways in which

market opportunities shape the spectacle of opprobrium and empowerment.

Just | i ke Distasi o0b6s $SYurontcanstwdinga repprativep wal k
reading of the DSK case, Evansdo unl awful e
victimof entrapment. This echoes Ailesd cl ai.
empl oy eandfse aftthaerr campaigno (Koblin 2016).

professor Susan Estrich, known for her work on miscarriage of justice for rape victims
(Stanley 2016), thus benefiting from her feminist brand to make his claim to victimisation
seem valid. He also decried that the media attention prevented him from having a fair trial
(Koblin 2016). Both Lewinsky and Ailes say they were victimised by celebtilyure

and the financial interests that drive the public traffic of shame. This case study is thus
compelling for making apparent the imbrications of public humiliation within an economy
of visibility. It illustrates BaneWWe i s er 6 s ar g u ned didcourses afinjury he t w
and capacity function as the central logic of the funhouse mirror that binds popular
misogyny and popular feminism within an economy of visibility (2018c). In other words,
the spectacular quality of shaming rituals is what endbéesecuperation of a rhetoric of
victimisation by the perpetrators themselves. This slippage from perpetrator to victim
reveals the ways in which victimisation and empowerment are imbricated within a
grammar of denouncing. The following section focuses@rbrity perpetrators who

have successfully managed to mobilise a rhetoric of victimisation and preserve their

reputation despite sexual assault accusations and/or convictions.
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Martyrs in the name of Art: Bernardo Bertolucci, Roman Polanski, Woody
Allen

| conclude this chapter with a critical analysis of the makeurand interrogate the ways

in which its construction as celebrity sustains gendered hierarchies of fame. Bernardo
Bertolucci, Roman Polanski and Woody Allen are three examplastetirswho have

managed to build a successful international career despite being implicated for sexual
violence. In fact, these events contribute to their rebellious and misunderstood personas

as artists. Artistic genius has historically been constructed as a ttnddete(Battersby

1989; Trasforini 2007 Nochlin 2015 . Linda N o 2045 is mgefsl towo r k [
understand how art is understood as the ex
art a spiritual undertone that distinguishes it from the domesticity of craft or artisanship.

As Trasforini (2007) points out, art is coded as masewlihereas craft is associated with
femininity. The renowned artist is typically malehite,and middle class but the myth of

the artistic genius erases these privileges. Genius and talent are thus understood as
idiosyncratic qualities, rather than the guot of social and cultural hierarchies that
associate masculinity with valuable work. Consequently, to interrogate whose work is

considered art is to critically address the gendering of genius.

The mythology of the genius as the singular creative foetendd a film production
permeates the film industry. Film directing is prestigious and this authorises controlling

and inappropriate behaviour as part of the creative procesShapter 2 Celebrity

Victims, | shove d h ow B eautéupéraomaovasoirstrumental in delegitimising
Schneider s sexual a s sastuThngo in Rasdirectooway . Bec
acclaimed for the very rape scene the actress denounces, her critique of sexism in the film
industry wa rendered unintelligible. The emotional exploitation of actors was reframed

as creative differences. As | already argued, some critics interpreted the graphic depictions

of sexual violence as a challenge to dominant attitudes towards sexuality whike other
condemned the film claiming it was fApornog
controversial reception dfast Tango in Paricx e ment ed Bertolucci 0s
misunderstood transgressive filmmaker. For instance, the criminal and censorship

proceedings brought against the film in Italy named Bertolucci as the main defendant. The



court ordered him to serve a femnmonth suspended sentence in prison and revoked his
civil rights for five years. The foisl més
Marlon Brando and Maria Schneider were also named in the suit and sentenced to two
mont hs i mprisonment for fAhaving concurred
Times, 1973). Even if the ruling was eventually overturned in a higher court, the
disparities of charges and sentencing puts the weight of the responsibility onto Bertolucci.

It reflects a value system that foregrounds the director as the main creative force behind

the film. The trial did not only generate a lot of publicity for the fiat also consolidate

B er t o lauearperséna by casting him as a freedom of expression martyr.

This articulation of artistic genius as divine creator and social outcast (Trasforini 2007
Nochlin 2015 maps onto gendered hierarchies of fame. Artistic inspiration demarcates
talented artists from the rest of society. In addition, Battersby (1989) shows how the
secularisation of artistic creation during the Renaissance made art profitable and enabled
thefigure of the artistic genius to emerge. The gendering of genius is thus a way to prevent
women from gaining financial independence or entering the public sphere. However,
these dynamics are erased through the mythologisation of the artist. Battersbytlzague
Acreativity was displaced male procreati vi
1989:3). Spiritual transcendence thus becomes a way to legitimise social exclusion, and

the film auteurits quintessential contemporary incarnation. For instaBoe,r t ol ucci 0
filmography is still considered part of the canon in film studies curricula despite his own
admission of manipulating Schneider while shooting the infamous rape scene. The
implication is that manipulation was necessary to fulfil his creatisiervand produce a

c hef d &xpleitatiorr obactors is deemed acceptable when it is done in the name of

art. It constitutes a form of aesthetic alibi (Martin 1992) which posits exploitative
behaviour as creati ve &haptdr 2QelebnitgVectms, thEs | 6 v e

is made obvious INSVWD s RFH episode ATheatre Tri ck:
counterpart brushes off the snt age assaul t cl ai ming, il
provocative and obvioushosme body t ook it too faro. This
the director by separating him from his work, what Stefania Marghitu Gallteur

apologisno (2018).
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Marghitu definesauteurapologism as the celebrity defence that calls for a separation of
theart from the artist. This concept helps to think through the ways in which the figure of
the auteursustains gendered hierarchies in the film industry. According to this plea, the
oeuvreof Bertolucci, Allen or Polanski should stand for itself judged iedelently from

any details concerning their personal lives, including the sexual assault allegations against
all three filmmakersAuteurapologism absolves individual perpetrators because it implies
that art is a universal value that transcends power hagstalibi and auteur apologism

are inextricable from meritocratic discourses that underpin celebrity culture. It implies
that male artists have risen to fame because of their innate and extraordinary genius. These
discourses support Jo Ll@tr 6 s atlmaritoanacy i1 a system of cultural beliefs that
reinforce social hierarchies (2017). This shows how the contention that a work of art
should not be indexed to its author persona can be weaponised {fi@nainist purposes.
Indeedauteurapologismcoat i t utes an explicit acknowl ed
behaviour, but it is excused by the belief that the artistic contribution offsets the crimes
committed. As a resultauteur apologism lends itself to a rhetoric of injury and

victimisation.

This dynamic is salient SV s A Reasonabl e Doubto (S15E
fictionalised account of the child molestation charges brought against Roman Polanski

and Woody Allen. Allenad Mi a Farrowds tumultuous sepa
the episode. Amid a tumultuous divorce, actress Catherine Summers accuses her
estranged husband and renowned television producer Frank Maddox of sexually
assaulting their §earold daughter Cheka. Maddox claims that his affair with
Summer s6 younger sister Rose prompted her
of revenge. Thi s echoes All ends assertiol
retribution for his relationship with her goted daughter Soevii Previn. Allen and his

fictional counterpart profess they are the targetof thepexr t ner 6 s vindi ct i v
the publicbés favour. Their defence is thusct
that sustain their clainotvictimhood. The first cause of their suffering is love. As Allen
stated in alimesi nt er vi ew, AThe heart wants what i
t hings. You meet someone and you fal/l I n

guote, Allen taims powerlessness against the arbitrary nature of love. Love itself
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becomes an injury through the metaphor of the fall. According to Allen and Maddox, the
second injustice stems fromtheirpxar t ner 6 s vengeance, and pal
betweerthe severity of the harm they caused and the retaliation. Both deny the charges

of child molestation brought against them and decry the damages these accusations have
done to their reputation. Their third grievance is that they claim to be unfairly tiated

the justice system because of their fame. As Allen wroteNieva York Timespen letter:

AThe district attorney was champing at the
In SVU Maddox echoes All end6s wor dswitlsnoati ng,
evidence of the most heinous crime, subjec
Celebrityperpetrators thus use their fatoeshift the focus away from their crimes and,

instead, cast themselves as victims of the media.

While Maddox, ike Polanski, is convicteth absentiaby the jury,SVWb s fA Reasonahb
Doubt o doesnot of fer a definite closure or
as wel | as detective Benson and Amar ods C

followingexhange i n the episodeb6s | ast scene:
Benson: If [Maddox] is @aedophileat least he is out of their lives.

Amaro: And if [Maddox] is telling the truth, Chelsea gets to grow up with abtaivn

narcissist who convinced her to lie.
Benson: Either way, Godelp that child.

This ambiguous ending reflects the media coverage of the case against Allen. It never
went to trial, yet the belief persists that Farrow manipulated their daughter into lying. This
fuels Allends <c¢cl ai m t hattiveheepariner. Atcerdingtp v i ct
Jilly Boyce Kay, womenos anger has been
(2019) . This contributes to the gendering
and by extension Farrowéwayofared mot hering <c

Furthermore, the ambivalent ending is an anomaBMblas almost all episodes end with

the identification and prosecution of the perpetrator. In their detailed analyS\éLbf s

first 16 seasons, Cuklanz and Moorti identified only onecgjgighat ends with no clear
account of the crime or criminal (2017) . E

violation of SVWB s f or mul a, Cukl anz and Moorti arg
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serieso6 fungi bserualvioleshaer d thna ntdhiinsg eopfi sode, nr
power, but transformed into a hermeneutic
Similarly, AReason&Wbe Dauvubadvi veahegmebae
definite resolution. As a result, it is lefp to the audience to decide whether Maddox, and

by extension Polanski and Allen, are guilty or whether they are misunderstood artistic
geni uses. The denouement of the episode i
critique of celebrity culture. In adibn, it fails to acknowledge how much Allen has

benefitted professionally from the publicity around these accusations.

Allen legitimises his claims to victimhood through a gefierential aesthetics in his own

work. He exemplifies Penfolto u n cdeelibsity susped who has successfully

managed to deflect this infamy through the codes of celebrity devianceaukéiar

persona is what allows him to claim a rebel identity, one that authenticates his abusive
behaviour in the name of art. For thetterpart of his career, Allen managed to manipulate

the category oftelebrity suspeétto his advantage by developing an autobiographical

film aesthetic®. In his film, male lead characters are dealing with complicated love
triangles and/or stormy divorces thatrror his relationship with SoeMi Previn, the

adopt ed daug h-pagner MaafFarrdw. Foe instasce, anhattan(1979),

Allen plays Isaac Davis, a 4&arold television writer, who dates a-y@arold high

school girl (Mariel Hemingway) nithe film, Davis struggles with the fact that hisveie

(Meryl Streep) is writing a memoir detailing their failed marri@gén Wonder Wheel

(2017), Mickey (Justin Timberlake) is entangled in a love triangle by becoming
romantically involved with a spgmother, Ginny (Kate Winslet), and a daughter, Carolina
(Juno Templ e). As critics have pointed ou:
through the | ens of Woody Allendés |ifeo (
Mickey, an aspiring playwrightyho tells the story by breaking the fourth wall throughout

2Al l en doesno6t have as much control on his cele
has gained media traction in the aftermath#MéToo( D . Farrow 2017) . Her brot
breaking the story of H a hentieafed Wée dlamms (ReRamod 2017A b u s e
2019) . Finally, Kirby Dick ahAllenv.ARarsow(E#BOe2021)n g b s r e
revisisthecaseani ocuses on Dyl an a nHoredkiaral Négem202). wd s accoul
23Mia Farrow did publish her memdivhat Falls Awayn 1997 in which she dwells on her relationship

with Allen. Among other things, she reflects on his affair with her adopted daughteiy&Boevin

and reiterates her accusatighatAllen molestedheir adopted daughter Dylan.
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the film. Mickey thus stands in for a younger Allen, Carolina for Sépm@and Ginny for

Mi a. I'n the fil m, Mi ckey is fascinated by
save her from her alive husband and her dysfunctional family, especially Ginny.
Through the codes of fiction, Allen casts himself as the victim of Farrow, portraying her
fictional counterpart Ginny asformer actress turned deeply unhappy housewife. Ginny

seems to constdptbe on the edge of a nervous breakdown and turns to alcohol towards

the end of the film when Mickey leaves her for Carolina. This constructs Farrow as a
vengef ul |l over and unreliable narrator, wh
the clains that he molested his adopted daughter Dylan Farrow. These two examples from

Al l ends fil mography show how he circumvent
suspect status and, instead, sugeo authenticate his rebeluteur persona and profit

professionally from this.

Conclusion

PenfoldMounce 6s c¢ | adebrityfcriminald i$ wseful to think through the
intricacies of celebrification and celebrity desecration. Each case study discussed in the
chapter showthat acusations of sexual assault are a remediation of fame rather than a
loss of celebrity status. Attending to fictionalisation of scandals implicating beloved
public figures like Savile reveals the ways in which celebrity culture and sexual violence
are imbrcated. The desecration of influential men like DSK and Ailes show the power
dynamics and economic logics that hinder a thorough critique of celebrity culture. Finally,
Bertolucci, Allen, and Polanski are examples of the ways in which infamy maps onto
exising gendered and cultural hierarchies and can end up being relatively profitable.
While RFH storylines present a coherent critique of the impact of celebrity culture on the
prosecution of sexual violence, it remains nonetheless superficial becauseasfoous
individuals and fas to grasp broader power dynamics. To paraphrdéevaYork Times
editorial grappling with the thorny question of what to do wagiebrity perpetrators,
instead of separating the art from the artist, we need to address thepatetdnce of the

artist and the industry (Hess 2017). In the next chapter, | turn to examples of people who
have become famous because of the crime they committed in order to address the political

economy of celebrified criminality.
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CHAPTER 5: CELEBRITYPERPETRATORS

As the previous chapter shows, tbelebrity perpetrator is a prominent figure in the
contemporary mediascape, especially in the aftermath of #MeToothégtremains
undertheorised. This is even more true for celebrified sex offenders. Despite the public
fascination with celebrityapists as atested by the popularity of true crime narratives,
popular commentaries and academic studies alike fail to account for how and why
perpetrators of sex crimes have become celebrities. This reticence can be explained in part
by a desire to avoid the uneasykmaowledgement of how these cultural critiques
contribute to and depend on the celebrification of perpetrators. Indeed, this mutual
dependency has important ethical ramifications when dealing with the systematic
silencing of sexual assault victims. An exgowing corpus of feminist media studies
deals withficommunicative injustiaeg(Boyce Kay 2020) which refers to how women are

not only silenced but also punished for speaking up. As scholars have shown, the risks of
speaking out come in different forms ahdve dire consequences for the vicims
advocates (Cf. Mendes et al. 2018; Serisier 2018; Savigny 2020), which | will further
develop inChapter 6 Celebrity Advocatesand Chepter 7 Celebrity AdvocatesAs a

resul t, engaging victimsd voices rather tt
and political position. Whil e | share thi
stories, | find that we should also look fdw perpetrators are celebrified as it sheds
additional light on how trauma and victimhood are commodified. This chapter seeks to
address this gap in feminist media studies and celebrity studies scholarship and asks: what
does the rise to fame of peopleweted for sexual assault reveal about shifts in celebrity

culture and popular representations of sexual violence?

In her typology of celebrity criminals, Ruth Penfditbunce (2009) uses the concept of
resonance to interrogate how celebrated criminafigrates as a form of governance. She
defines resonance to crime as the affective response or reaction to a person or event that
stimulates the consumption of cultural commodities linked to crime stories. Resonance
refers to more than just an identificatiprocess but encapsulates the social and market
interactions that stem from the stimulated response to crime. These emotional reactions

can be positive, such as feeling admirati .
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adventurousness. They can alsonegative when a crime inspires fear, revulsion, or
horror. Resonance depends on the type of crime, specifically on the social acceptability
of the illicit behaviour, its echoes with current social issues, and its horrific dimension.
PenfoldMounce arguethat crimes that engage with social controversies or crimes that
evoke generalised public disgust because of their unforgivable and heinous nature are the
type of crime that has the most potential to trigger a form of resonance and thus result in
celebrity status. In addition, social, cultural, and political context also impacts the
resonance of crime. For instance, in the contemporary commercial logic of cultural
industries, crime stories are sold in sensationalistic terms, which leads to the
celebrificaton of the offenders. Finally, PenfeMounce contends that resonance with
celebrity criminals depends on the construction and circulation of their public image. She
shows that the commodification of crime incorporates elements of glamour. Criminals
who exet the most fascination are the ones who are romanticised based on their charisma
and physical appearance, and the ones who embody a form of heroismharaisin.
Resonance is thus an effective heuristic concept that encapsulates the ordinary and
extraadinary logic of both celebrity culture and crime: celebrified criminality is easily
accessible and representative, but singular enough to remain alluring (Reeves 1988;
PenfoldMounce 2009).

According to this typology of infamous criminality, celebrifipdrpetrators of sexual

violence fall into the category d@hiquitous criminad which characteri sce
individual who achieves celebrity due to their wealownness for committing

unf orgivabl e h o rMoonce 20609:90mhese who Raittefl sekudll

assault, murder, torture, cannibalism, or those who target vulnerable people are examples

of iniquitous criminals (2009:90). The defining characteristic of this category, Penfold
Mounce argues, is the fear, loathing, and disgust they inSphese affective responses
sustain the publicbés fascination with inig
true crime. Iniquitous celebrities thus represent an important shift in configurations of

f ame: t hey ar e f amoiresappeciatom oriesteen. A Benfotlo n 6 t
Mounce argues, 0t ey oadr 200 : WOILt)i. ma-tod | anmti ir

iniquitous criminals invoke the most intense affective resonance, thus granting them the
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most irrevocable and lasting celebrisyatus of all the types of celebrityriminals

examined by PenfoltMounce (2009).

This framework is helpful to explain the rise to fame of people like Ted Bundy whose
crimes exert an ongoing fascination because of their serial nature and a combination of
rape, murder, and necrophilia. Indeed, Bundy has become a popular culture reference,
inspiring severaBVUandLaw & Order RFH episodes, biopic films, true crime books,
documentaries, and podcasts. Bundy is also a prominent case study in scholarship on
infamous celebrities (Nixon 1998; Seltzer 1998; Schmid 2005; Pekfolthce 2009).
However, the concept of resonance falls short of elucidating the discrepancies in the
celebrification of perpetrators. Indeed, the category&ebrity perpetrator® as
condituted through my RFH methodological framework is far from homogenous. It
encompasses people prosecuted on multiple counts of rape and murder (like Bundy) or
child molestation (like Larry Nassar and Earl Bradley), as well as people charged with
sexually asaulting one person (like Brock Turner). My aim is not to pass a moral
judgement on which crimes are worst, but to interrogate instead the nuances in the
celebrification of perpetrators. Attending to these reveals additional layers in the

imbrication of €xual violence and celebrity cultuf€f. Appendix 3.

In the first section of this chapter, | analyse the celebrification of serial rapist and serial

killer Ted Bundy and show the discursive links between monstrosity and heterosexuality.

| read true crime texts lik€onversations with a KillerThe Ted Bundyapes(Netflix,

2019 and Ted Bundy: Falling for a Killer(Amazon Prime Videp2020) alongside

fictional dramatization likeextremely Wicked Shockingly Evil and ig019) and the
threepartSVUandChicagoPDcr o ssover which stalltgbevand |
(S3E21) ofChicago Fire f ol | owed by A The NGhcage PD o f Ra
and concluding i n SVO&¥ERD).cThismariwé arceconenues o f

in the following season ofSVU wi t h ADevil 6s Di ssectiono
Pathet ogyo (S17EO02), and 0 NatThioweliofdRFH Manhun:H

illustrated in the figure below.



Chicago Fire “We Called Her

Jellybean” S3E21, 2015 Conversations
with a Killer,
Chicago P.D. “The Number ( 2019, true
of Rats” S2E20, 2015 crime TV
SVU “Daydream Believer”, Extremely Wicked
S16E20, 2015 Greg Shockingly Evil
Yates > TedBundy <+— and Vile, 2019,
SVU “Devil’s Dissection”, film
S17E01, 2015
Ted Bundy:
SVU “Criminal Pathology”, \ Falling for a
S17E02, 2015 Killer, 2020,

true crime TV
SVU “Nationwide

Manhunt”, S17E14, 2016

Figure 8: RFH of the Ted Bundy case

The multiple crossoversakeit one of the most ambitious storylines of thev & Order

franchise as investigations are usually dedh within one episode. | then turn 8/Lb s

RFH of the Ear/| Bradley and Larry Nassar
interrogate the specific construction of the monstrpasdophile The true crime
documentarieéthlete A(Netflix, 2020, At the Heart of GoldHBO 2019, andDefying

Gravity (YouTube2020 provide the additional material to examine the differentiated
resonance of the Nassar case. | finally turn to the fictionalisations of the trial against Brock
Turner inSVUA Rape | nt e EQSuandld Baasons SVh{B2E13) and its
correspondinggVUe pi sode fAiNo Good Reasono (S19EO04)

of monstrosity.

The allAmerican monster: Ted Bundy

Karen Boyle (2019) argues théhe monsteayis a key trope through whicbelebrity
perpetratorsaare mediated. Monstrosity is a discursive tactic that casts perpetrators of
sexual violence as aberrant individuals who are not representative of the broader category
dmerm However, as David Schmid (2005) shows in his analysis of infamous serial killers,
dmonstrosityis far from a homogenous category, and it is because it is such a catchall
trope that it is so widely used in trgeme narratives. In fact, this polysemy further
contributes to the depoliticization of sexual violence and murder. Schmib:D)

draws on Gloria Steinembs concept of fAsup!
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dimension of mass and serial murder is glossed over in media representations. According

to Steinem (2013), Asupremacy clybymsesse desc
of entitlement. Their aim is not to seek financial reward or recognition, but rather to
uphold systems of oppression. Serial murder is the perfect example of supremacy crime,

y et it is rarely acknowl edge dsitiengs thaiute h . Sc
identify in which instances race, gender, sexuality, and class are acknowledged or silenced

to understand how the normal/monstrous dichotomy maps onto existing structures of

power.

Heterosexuality & monstrosity

S ¢ h mi -depth analysi of the celebrity text of serial killers Jeffrey Dahmer and Aileen
Wuornos shows how their homosexuality is highlighted only to demonize them, thus
bolstering homophobic tropes like tlddepraved homosexusand thedortured gag

Conver sel yeros&ualitydisrepackagee d&raask of sanit§ a trope in which

the appearance of normality is exaggerated to the point it is what makes it abnormal.
Bundyos persona I s articul ated around t h
demeanourandhisdaskoul . Descriptions of Bundy juxt
ambitious, handsome, white, straight, Republican, male, madlea s s 0 (Schm
2005:212), all of which correspond to ideal masculinity in US culture, with harrowing
details of hiscrimes. Ths medi ati on of Bundyds persona |
For instance, inth&VUe pi sode fAFutilityo (S4E22), Mi ¢
depicted as a conventionally attractive man who is well integrated within his
neighbourhoodHowever, his evil nature is signalledS&¥Uviewers by his arrest in the

epi sode6s e follewing scene, the detedtives list a graphic description of

the four violent rapes he committed. This structure has the double function of narrative

exposition and framing of Gardner as a character who cannot be trusted.

The opening sequence Bktremely Wicked, Shockingly Evil and V{2019) similarly
casts Bundyds magnetic charm as threateni
(Zach Efron) met his longme girlfriend Elizabeth Kendall (Lily Collins). The scene

draws heavily on the codes mmantic comedy; it depicts love at first sight between two

strangers. Close shots of Bundy and Kendall dancing, the warm lighting and soundtrack

11¢



convey the intimacy and exuberance of burgeoning love. The casting of Efron and
Collins?*, both known for plaiyng lead characters in romantic comedies, further enhances

the association to this genre. However, this romantic encounter is disrupted by elements
indicating Bundydés duplicitous and mani pu
l ong s hot dointofmewBas e dvgdésshrough the crowd and catches the eyes

of multiplewomen.Close p shots on the womend6s faces ar
gaze is predatory rather than flirtatious. This is even more acute in the following scene,
whichdepicc Bundy and Kendall 6s f i r ogenachisual en
hands | inger over her throat. The camera o
troubled gaze signalled by a flicker of the brows. This opening sequence thus illustrates
thedmask of sanit§trope; what appears like flirtation is in fact predation. This predatory

stance, however, is not symptomatic of het

Truecrime texts about Bundy rely on thé&nask of sanity trope to disatangle
heterosexuality from violeng&chmid 2005). This is particularly acute considering

B u n d@ofden bopimage. As Schmid argues:

Given the extent to which Bundy was being identified as a representative (that is,
hypersexualjrresponsible, exploitative in his relationships with women, contemptuous
of the law) straight man, it became imperative for-ttimme narratives to compensate for

the public reaction by proving that he was no such thing, and to emphasize instead that
TedBundy was an aberration that told us nothing about heterosexuality at all. (2005:216)

In other words, media representations of Bundy actively disavow any link between him

and the culturally valued model of masculinity. They cast Bundy as a monster
masquerading as a | adiesd man. They 1 mply
performarce designed to trap women. What these narratives suggest is that uncontrolled
sexual i mpul ses rather than heterosexualii-t
2005:21).

24Zach Efron played the lead male role inHigh School Musicdranchise (2006; 2007; 2008) which

is inspired by Romeo and JulietHis role as Bundy represents as significant break from
comedy/ romantic dr ama. Li | y Cmihahtly momaitic Eomédim gr ap h:
such asStuck in Lové2012) orLove, Rosi€2014). She currently portrays the lead character in the
seriesEmily in Paris(Netflix 2020, which indicates the strong commercial value of her romantic

comedy typecasting.
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Bad vs good heterosexual men

Pitting Bundy against sympathetic law and orderrigus another narrative strategy that
constructs Bundy as a monster. In taigne texts, law enforcement figures stand in for
@rdinandbh et er osex u al men (Schmid 2005) . For i
judge Edward Cowart ikxtremely WickedShockingly Evil and Viles memorable for

his delivery of Bundybos death sentence, \
emotions. He expresses sheer horror, qual.]
in that they were extremely wicked, shockingil, vile and with utter indifference to

human | ifedo (2019). He then expresses regr
to see such a total waste of humanityo an
young man. You'd have made agdawyer and | would have loved to have you practice

in front of me, but you went another way, partner. | don't feel any animosity toward you.

|l want you to know that. Take care of your
as aninstanceof malelndi ng, whi ch obfuscates the gen
(Schmid 2015) . However, in the fil m, any
is dispelled by Malkovichés stern perform

comments are offered inesponse to Bundyb6és emoti onal |
whereas transcription oftherdali f e sentencing show that Coy

monologue (Rule 2009).

This dynamic also plays out in crime dramas |&€U and Law & Order which are

popdated by police officers, detectives, and district attorneys whose horrified reactions

to the crime authenticate the monstrosity of the serial killer. In these fictional worlds,
Bundybés fictional <counterparts aaregtothear t i cu
seriesd6 heroic | aw enforcement characters.
handle their own defence at the trial. Their arrogance and manipulative attempts at
derailing the legal process contrasts with the professionalish lofe s er i es o 1
characters. For instance,intB¢#Ue pi sode fADaydream Believero
proves to be a formidable opponent to assistant district attorney Rafael Barba (Raul

Esparza), a character beloved by fans for his dedication to trenthgetting justice for
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the victim$®. The antagonism between Yates and Barba illustrates how the
normal/monstrous dichotomy maps onto the opposition law and order/criminality to
construct Yates, and by extension Bundy, as unrepresentative of heterosasciainity.

In other words, crime narratives about serial murder construct heterosexuality and
violence as mutually exclusive (Schmid 2005:220). Casting Yates as the villain and Barba
as the hero reveals another key tension in the celebrification of lgdeies, one which

stems from a hierarchy of fame that privileges achievement over publicity.

The worst kind of monsters

The infamous serial killer embodies a specific kind of fame, one that merges attributed

and achieved fame. The celebrificationpafipetratorsis driven by what Mark Seltzer
callsfiwound culturéwhi ch ref ers to the fApublic fasci
and torn and open persons, a collective gsea
(1998:1). Perpetrators of violent crimes become celebrified by associating their name and
image to spetacular violence and death. Their access to fame stems from the intense
media coverage of their crime; they are thus attributed celebrities. Bundy is the infamous
attributed celebritypar excellencdecause his trial for the Chi Omega murders was the

first to be televised nationally and attracted journalists across the US and internationally.
Consequently, popular texts about or inspired by Bundy feature two key motifs: the first

is the extreme violence of the sexual assault and murder, the second esetigadt

thriving on the media spectacle of his trial after opting for agoudty plea and choosing

to represent himself. In tf8VURFH episode discussed above, Yates is charismatic and

revels in being the star of his trial. He constantly seeks th&iatieof the jury and often

goesofft opi c in his responses to Barbads que:
egotistical trait against him by asking a media examiner to detail the full extent of injuries
inficted ont he vi ct i msangraiMadotry eespdessisneis €quivalent to an

admi ssion of guilt, and he is convicted on
prosecution and his visible contempt for

discourses that condendneing famous fobeing famoud This castigation of attributed

25 Barba & the longesserving assistant district attorney in tteaw & Orderfranchise and appears in
eight seasons.
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fame is necessary because Yates, like Bundy and other infamous perpetrators, are

recognised for their grislgachievemerit

Popular discourse on crime consteumlebrityperpetratorsnot only as monstersubas

the worst kind of monsters. If being described as a monstesatténibuted fame, being

known as one of the greatest of oneds kin
contempt are two sides of the same coin. The merging of attributed fatrechieved

fame Is exacerbated by popular representat
actions with their identity (Schmid 2005:16). They are known for what they have done

and their whole life story is mobilised to shed light on their crirRespetrators need to

produce an autobiographical account which confirms that they are indeed monsters. These
revelations are a type of celebrity confessional (Redmond 2008) insofar as they revolve
around the celebritgerpetratorclaiming an expertise aheir life and reflecting on their
celebrity status. As Schmid remar ks, Bundy
exploit his status as expert on his case, which in turn made him even more famous
(2015:217). He proclaiyedxpemsel NGt hlee uime
in Schmid 2015:216) and exploited this position to enhance his celebrity status by seeking
interviews with forensic experts and jour:
book Ted Bundy: Conversations with a Kill€t989) and the subsequent Netflix series
Conversation with a KillerThe Ted Bundy Tap€s2 0 1 9) exempl i fy Bund
achieved celebrity status through the celebrity confessional.

Considering this, Barbads ant i anothoply t owar
bolstes celebrity culture hierarchies that favour achievement over publicity, it also
delineates legitimate from illegitimate a
Barbads in many ways. Both come from under
raised n a Latinoneighbourhooaf the Bronx, while Yates navigated the North Carolina

foster care system. Both managed to get a scholarship to study at prestigious universities;
Barba studied the law at Harvard and Yates medicine at Duke University. Howesr, Bar

used his successful career to serve US justice system while Yates used his to prey on
nurses. This difference of I|ife trajector:i
As a child, he displayed violent behaviours like killing animals and pynamé&earing

for the safety of their younger daughter,
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adoption. Similarly, true crime texts representing Bundy use anecdotes to cast his
childhood as an unstable one to explain his pathology (Schmid 2015:21ik R@iD).

These retrospective readings locate the root cause of violence in deviant childhood and/or
dysfunctional family units. Through these narratives, evil becomes an idiosyncratic
qguality. Their function i s trmurddi,imakohgsure dual i
that society at |l arge is not implicated in
This origin story of evil contributes to the merging of attributed and achieved fame.
According to this logic, Yates and Bundy are welbwn serial killers because they are
inherently monstrous. This reframes their crimes as a symptom of their identity rather
than an accomplishment. Consequently, thetAatlerican persona is marshalled isto

feature of theilimask of sanit§and undeservethme. The emphasis on the superlative
functions through a narrative of exceptionalism: monsters remain in the realm of the
extraordinary and, as a result, are not deemed representative of society. This leaves intact

the meritocratic values underpinning #merican Dream embodied by Barba.

MonstrouspaedophilesEarl Bradley and Larry Nassar

Schmiddéds framewor k i s us edhomdtedandrevealstits t r o u
multiple permutations. It shows how these are informed by and sustain ideological
formations. These dynamics are also at play in the celebrification of infamous rapists,
albeit with additional nuances. Most mainstream media are geared towards an assumed
white middle class audience for whom murder and mass murder are extraordinary. In
contast, sexual violence is ubiquitous to the ptiattthe terméape culturéhas become
popularised to describe contemporary US society. | attend to the nuances and feminist

theorisations of rape culture ©®hapter 7 Celebrity Advocatesand, for the sake of the

current argument, | define rape culture as a culture in which sexual violence and misogyny

is pervasive and normalised. Consequently, it becomes even moretivgpraonstruct

celebrity rapistsas abnormalities to maintain the mutual exclusivity of heterosexuality

and violence. The figure of the monster and casting sexual violence itself as an
extraordinary event serve this purpose. BVJe pi sode A OmMai (S lDEM 4
illustrates this double pull througim&FH of the case against Dr Earl Bradley and the

case against Dr Larry Nassar.
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Fairy-tale monsters

Markus West stands in for Bradley and Nassar as a child physician accused of using his
position to sexally assault underaged patients. Bradley is a former paediatrician who was
convicted in 2010 for molesting and raping 127 children at his Delaware community
practice. Nassar was the osteopathic physician for the US Gymnastics Olympic team and
a professor aMichigan State University until he was prosecuted in 2017 and 2018 for
sexually assaulting at least 265 girls under the guise of medical treatment. Like Bradley,
West had a welstocked playroom in his practice which he used to lure children away
fromthei r parents. Like Nassar, Westos friend
the trust of his patients and their parents. The representation of WBAdtimus echoes
media coverage of the cases against Bradley and Nassar, which presentedgibibin as
monsters. As Jason Lee (2009) argues in his analysis of celphatjophiles child
molesters are constructed as villains ripped from the pages of fairy tales who trap children

with the promise of sweets and toys.

The true crime texts dealing with the Nassar case fully fledgg#eelophileas monstey

t r ope. @iynexsdadbdénseanour is understood asreask of sanitpwhich hides

his true evil. The victims interviewed At the Heart of GoldHBO 2019),Athlete A

(Netflix 2020), andDefying Gravity(YouTube 2020) describe Nassar as very caring and
involved in the community. His goofiness made him approachable, and they confided in
him. These qualities, however, xpleitechispart o
position as a medical professional to assault his patients, sometimes with a parent present

in the room. His pro bono consultations further increased this power dynamic as the
athletes and their parents felt they owed him. Finally, his-twosthy persona gave him

access to vulnerable girls. In sum, Nassar is a master of deception. Judge Rosemarie
Aquilina captures thisinherpeste nt enci ng remar k to Nassar:
was precise, calcul at ed, (CNiNa201B)pThd partnugaton d e v i
of normality into evidence of his monstros
killers (2005) and my discussion of Bundy in the previous section. This is further

enhanced through representations of sexual violeme@ axtraordinary event.
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The peculiarity of rape

Because&sVUis centredaround sexual violence or gend®sed violence, every episode

finds new creative ways to represent violence as unusual rather than ubiquitous. In
AChasi ng Demons ¢,of sexhat violence is pohveyed tArbught three

distinct tropes: male rape, the conflatiorpaédophiliavith homosexuality, and the racist

history of rape. Bradley and Nassar are both white men who targeted almost exclusively

girls. However, their fictioal counterpart is a black doctor who only assaulted boys.

Given that media representations of sexual violence depict for the most part women and

girls as victims (Cohen 2014), this creative choice feeds into popular beliefs that male

rape is rare or evenbaurd (Doyle 2019). Rather than exploring the satiltural

conditions that prevent men from reporting sexual assault, the episode infers those assaults

on boys are an oddity. Where the horrific
inpartfromt he hundreds of patients assaulted, t
the perceived anomaly of male rape. In addition, this storyline upholds homophobic
discourses by associatipgedophiliawith malemale rape. This is a recurrent motif in

SVU Cuklanz and Moorti identify several episodes where saaxesexual assault is used
interchangeably withpaedophiliao r i ncest, i mplying that A t
shocking perversions are cumulative and ca
(2017:71). They also argue th8WVUespouses a coloidnlind feminism which manifests

itself through the relative absence of men of colour and the overwhelming whiteness of

its fictional New York City. When men of colour are portrayed as assailants, the series
eschews any analysis of the @rgection of sexual violence, gender, and race by
redirecting the storyline on another crim
exemplifies these three tropes through its focus onorf@/bbs r ecurring cheé

struggles with the case against West

The episode starts with Brian Cassidy, a linge colleague of the SVU squad and
Bensondés former boyfriend, testifying at W
e x ami n at idefenceattiveey dcéuses Cassidy of being racist towarsislt@nt.

Infuriated, Cassidy vehemently denies these claims and says he wishes West were dead.

The judge is forced to declare a mistrial and the following day, West is found dead in his
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apartment, with forensic evidence linking Cassidy to the murderiGhss6 s behavi ol
the trial could have been an opportunity YU to engage with racism and police

brutality, topics widely discussed at the time the episode aired in 2018. Instead, the series
redirects its focus towarnds Caesadsihdyped oper ¢
implies that he is a monster who got what he deserved. Instead, the viewers are invited to
review their knowledge of Cassidy to deter
has been framed. | n Casdidg coiges ia loisdcellsague that hea | re
was assaulted as a child by his baseball coach. The main narrative function of this
revelation is twofold. First, it emphasises the ldasgting impact of sexual assault trauma.

Even i f Cassi dy, thaintehsityof hisATSD desades Wiersuggests that

the possibility he could have committed such an extraordinary crime is a real one. Second,
this storyline highlights how this one eve
motivated him tdoecome a SVU detective, and it explains his impulsive character, which

SVUf ans have gotten familiar with over the
results from one specific event in his childhood, thus reinforcing the idea that sexual

assauli s a singular event with extraordinary

True crime texts about Bradley and Nassar also represent sexual violence as an
extraordinary occurrence, even though the sheer number of patients they assaulted would
suggest otherwise. Muchké the celebrified serial killer, this is achieved through the
conflation of the celebrityapistt s acti ons with their identit
are is mobilised to explain their despicable actions, including their medical profession. In
addition to being a facade for their evil identity, theask of sanit§ also hides their
incompetence as medical professionals. @ask of sanit§is thus a trope used to

di savow Bradley and Nassardés representativ
coverage of Bradley highlights his eccentricities, ranging from his poor social skills in his
interactions with adults to the ostentatious childish decorations of his home and his
practice (Ell acott 2013) . Thes mposteewhor i pt i
paraded as a doctor in an elaborate strategy to prey on minors. True crime emphasis on
how they assaulted children under the guise of mock medical procedures implies that they

are bad doctors at best, frauds at worst. Thus, the dopatent pwer dynamic is not



questioned. By framing Bradley and Nassar as monstrous frauds, these texts uphold

understandings of sexual violence as unusual and singular.

Different kind of monsterLarry Nassar

SVbs dual RFH r ai ses an pettangto thd calebeficagos 6fi ng d
rapists. As my analysis has shown until now, there are many similarities between the
Bradley case and the Nassar case. The serial nature of their crimes and the fact that they
targeted minors should grant each case aivalgut resonance. However, the Nassar case
attracted significantly more media coverag
and abuse of authority was the subject of three documentaribge, Heart of Gold: Inside

the USA Gymnastics ScandalBO 2019),Athlete A(Netflix 2020), Defying Gravity:

The Untold Story o(rouTwme 2@20)0teo c8egbmiynraemoirs ¢ S
(Denhollander 2019; Haines 2019) and two true crime books (Pesta 2019; Barr and
Murphy 2020). In contrast, Bradley has been less invested in popular culture with only

one seHlpublished true crime book (Ellacott 2013) andw feue crime blog posts (Cole

2017; Fisher 2020). This differentiated uptake by popular media is surprising when read
through PenfolklMounce és framework: the resonance o
higher for the Bradley case because of the verpg@ge of the victims and the staggering

number of patients who filed a class action suit against him. The suit represented 1,402
patients who were almost exclusively minors (Barrish 2013) who were on average 3 years

old (Moyer 2015).

The reason why thedésar case resonates more in popular culture than the Bradley case
is threefold. Firstly, it emerged at a time when the US was engaged in awateodebate

about sexual violence on campuses. The case against Nassar started to unfold in 2015
while Michigan State University was under a Title IX investigation. Campus sexual
assault was a topic widely discussed in mainstream media that year due to concerted
efforts by activists across US universities and colleges. In addition, the White-House
sponsored camgn | t 6 s featwmredbsveral celebrity PSAs which propelled consent
education into mainstream media. | return to this feminist flashpoir@hapter 7

CelebrityAdvocatesSecondly, the trial took place directiythe aftermaths of #MeToo

and offered an opportunity for spectacular displays of victimhood. As part of the plea
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deal, Judge Aquilina allowed over 150 women assaulted by Nassar to read their victim
impact statements at the trial. Edited ept® were wilely circulated on social media and

in mainstream media (Moghe and del Valle 2018). These statements personify #MeToo
testimonies shared anonymously on social media. Finally, the Nassar case triggers
anxieties with regards to the meritocratic ideals thatewpin sport celebrity. This, |
contend, is the most important factor that explains the differentiated resonance of the

Bradley case and the Nassar case in popular culture.

Global sport events like the Olympics are media events around whichcspelotity

culture and promotional culture converge (Jackson and Andrews 2012). Athletic
competitions dramatize neoliberal discourses about performance, health, and the nation.

As one commentator points out in At the Heart of Gold (2019), people love ngtchi
gymnastics at the Olympics for the pleasurable spectacle of athletigvineh combines
physical prowess with dr ama, musi c, perf o
mirrors the idealised version of capitalism; that is, it is based on competition,
achievement, efficiency, technology and me
Reading Olympic athletes as celebrities whose fame depends on their sport achievements
and physical and acrobatic prowess explains the resonance of the Nassar cadefSevera
the women who accused Nassar were Olympi e
national gymnastics team. As the team doctor of the national gymnastics team, Nassar
was instrumental in ensuring the physical wellbeing of these elite athletes. Nassar was
thusan agent of celebrification within this configuration of fame insofar as their capacity

to compete at media sport events depended
his medical profession thus jeopardises a system of fame based on physicahaehtsy

In other words, this case resonates because it threatens the meritocratic values that

underpin discourses about fame.

The cover up orchestrated by USA Gymnastics and Michigan State University to protect
Nassar further triggers anxieties with regatd meritocracy and celebrity culture. The
gymnastso6é6 Ol ympi ¢ dr éthlete A lsfach thet fibmeopeas withe c u r r e
Maggie Nicholsd testimony in which she ex|
US Olympic team as retribution for mping Nassar to USA Gymnastics. This story

supports the documentaryd6s main argument,
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for the ways in which a fedbad apple8jeopardised sport celebrity. Similarly, interviews

with students who dropped out abliege in the aftermath of the assault reproduce an
understanding of fame based on merit. In the US, higher education remains the privilege
of a few. Sport scholarsts@re one of the ways in which students from marginalised
communities cagainaccess to a university degree: in exchange for competing in a varsity
sport team, they get full or partial coverage of their tuition fees. These kinds of investment
reflect the importance of college athletics in the US. The natide varsity competitions
circuit is highly lucrative and attracts corporate sponsorship. Amateur collegiate sport
constitutes a respected alternative to a professional sport career. It also provides the
opportunity for universities to consolidate their prestige and brand. Asu#t,rlassar
personifies a threat to the meritocratic ideology of both sport celeanitiyhigher
education. | return to the imbrication of meritocracy and fame in my discussion of campus

sexual assault activism and Title IX @hapter 7 CelebrityAdvocatesNassar needs to

be constructed as a monster because the revelation of the role instifoligedin
enabling his abuse undermines the myth of the American Dream. As a former gymnast
argues inAthlete A(2020),i We [t he US] consider oursel ve

everything. [ é] But this notion that we v
di sgusts wus a little. We would never have
are both constructed asoom st er s , but the formerods celeb

he endangers the very ideological pillars on which US nationhood is constructed.

(Post)feministrue crime monsters

ReadingSVWb s f i ctionalised account of the Nass:;
reveals a key tension in the celebrification of rapists in the #MeToo eg/UnWest

perpetrated the assaults alone. In contrsisthe Heart of GoldHBO 2019) andAthlete

A (Netflix 2020) explore in detail the role of institutions like USA Gymnastics, the FBI,

and Michigan State University, in covering
examples of a recent trend in true crime which shows an awareness of fentigis¢s

of the genre. According to Horeck (2019b), these texts use the codes of true crime, but

they focus primarily on the victims, and they situate the crimes within a broader social

context.Similarly, Hannah Hamadods cur r entRippee(B080a;r c h o
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2020b; 2020c) interrogates the gendered dimension of the murders in relation to their
gendered media representation. She analyses the BBC Four minidezie&rkshire

Ripper Files: A Very British Crime Stofy2 0 1 9) as a @tiremetiatonadt r ev
the Yorkshire Ripper caseo (2020c) whose
through womenés point of view. The series
the attacks, lawyers, journalisestivists,and academics. As Hamadgues, the series is

an example of true crime which resists the silencing of the victims and sheds lights on the
ways in which cultural sexism hindered the investigation. It also highlights how the
feminist movement in the UK was invigorated by thesederg and their media coverage

(Hamad 2020).

Due to the contemporaneity of Nassar o6s tr
decidedly feminist mediations of the case, rather than revisionist. CEmggethe voices

of the victims in through interviesv(HBO 2019; Pesta 2019; Netflix 2020; Barr and

Murphy 2020;YouTube2 020) or the victimsd celebrity
Haines 2019). In addition, the three miniseries (HBO 2019; Netflix 20@07Tube2020)

include audiovisual footage from the it i ms 6 | mpact statement s
sentencing. These experiential fiprson accounts reveal the scale of the abuse and its
impacts on the women and their loved odghe Heart of GolgHBO 2019) andAthlete

A (Netflix 2020) also feature inteiews with journalists leading the investigation into the
largescalecoveup of Nassardés crimes orchestrated
State University. These, alongside testimonies from law enforcement and attorneys,
provide a detailed understandinf the institutional structures that enabled Nassar to
assault hundreds of patients over two decades. However, even as these texts conduct a
systemic analysis of sexual violence, they still uphold an understanding of sexual violence

that locates its origs in evil individuals.

Gothic andsoviet monsters byroxy

Athlete A(Netflix 2020) details the culture of emotional and psychological abuse in the
sport, which enabled sexual predators like Nassar. The documentary attributes the abusive

methods of coaching to Béla and Marta Karolyi, two Romanian gymnastic coaches who
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traned Nadi a Co mt*aedsubseguentiyt becamelinfiuerfia figures in the

US womends national gymnastics team. They
gymnastic facilities, which was used by the national gymnastics team as their main
trainingcentre from 2001 to 2018. According to the gymnasts interviewed in the film, the
Karolyi method involves the recruitment of gymnasts from a young age and a strict
training and dieting regimen. This combination, they explain, made them particularly
vulnerdle to psychological and physical abuse. Nassar, they recall, brought them sweets
and a friendly ear which brightened the otherwise toxic training atmosphere at the Karolyi
Ranch. | n ot hénaskofsanitfvsms actMaded thraughohs proximivith

the Karolyis, whose monstrosity simultaneously derives from gothic and Cold War

imagery.

The Kérolyis are constructed as vamgike figures. Their cultural origiri ethnic

Hungarians from Transylvania become a xenophobic shorthand for thishgot
monstrosity. In these true crime narratives, cultural difference is emphasised as a way to
explain their tyrannical training philosophy. Despite their influential role in the world of
gymnastics, the Kérolyis are portrayed asnitegrated within USaciety. Their ranch is

located in the Sam Houston national forest in Texas, and its remote location contributes

to their symbolic exile from civilisation. For instance, the description of the Karolyi Ranch

by Scott Reid, one of the lead investigative régarinto USA Gymnastics covep,

could be ripped from the pages of a gothioc
deeper and deeper into the forest. I t6s | i
this compound of a gym and a couple of $esiand a dorm. There are snakes everywhere,

and bugs and itdéds hotter t hathletedde202D).Byl t 6 s |
comparing the Karolyi Ranch to Dracul abs
owners as inherently malevolent pém It thus partly exonerates USA Gymnastics for

the Nassarcovarp by i mplying that it wouldndét hayv

centre been located in an urban setting.

%At only 14, Nadia Comktneci won her first gold 1
making her the youngest gymnast to win an Olympid geedal
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The emphasis on the K8rolyisdé cultural b ac
demonise the couple. International sport competitions are events that activate nationalist
ideologies. Sport rivalries are symbolic expressions of international politiwél a
economic tensions (Straub and Overton 2013). The Olympics are carefully staged
competitions between nations and its media representations reveal the cultural logics that
underpin the formation of these Ai magi ne
descripi on of the K8rolyis6 coaching methods
their emphasis on strict discipline and repetitive and methodical training evokes the
ASoviet sport machineo. Borrowed from the
metaphor dehumanises the athlete (Sabo et al. 1996). The spectre of inhumane Soviet
statesponsored training methods is conjured to explain the psychological and physical
abuse inflictedbn the athletes by the Kérolyis. In these true crime narrativesotheef

USSR, personified by the Karolyis, is a convenient scapegoat to blame for the abusive
culture in the sport. The figure of the monster individualises the issue of violence and

doesndét implicate US society in the commod

The construction of the Kéarolyis as monsters illustrates the postfeminist logics at play in
contemporary true crime. These texts held institutions like USA Gymnastics and
Michigan State University accountable for their failures to address the sexigecultu
within their walls, and for covering up N
feminism to fight sexual violence and suggest policy and legal reforms and ways to shift

the sexist culture in elite sport. At the same time, these structural criicpueadermined

by displacing the blame onto monstrous acolytes like the Karolyis. The reason for this is

that elite sports abide to the celebrity culture logics. Famous gymnasts like Nadia
Comaneci or Simone Biles are a source of national pride. Olyrtigetes are achieved
celebritiespar excellenceAn in-depth feminist critique of the ways in which girls and
young womendés bodies are exploited by co:
meritocratic logics of sport celebrity, and the nationalist logic®lympic celebrity.
Monstrous accomplices t hus accommodat e a

fundamentally question the sexist premises of fame.
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Not all monsters: Brock Turner and Bryce Walker

If Bundy, Bradley, Nassar, and their various fictional rdewparts are presented as
indubitable monsters, not every celebrifiepist receives this treatment. Some, like
Brock Turner benefit fronarelatively large amount ahimpathyd which Boyle defines
of di t hat shift t he
and wdHimpathyd e g ar d s

is thus used to distinguisfibadd® men fromdot so bad men and@ood med (Boyle

as a set SCcCour ses f o

vi ol ence onto specul ation
2019:62). This leniency is manifest in the light sentence he received: six months of jall
time, three years of probation in addition to being permanently registered as a sex offender
and completing a rehabilitation program. Season 23dReasons Whgoncludes with

Bryce Walker being sentenced to three months of probation for raping Jessica Davis. The

series includes its own RFH as fictional Judge Purdy summarisdsiredle Judge Per
sentencing remarks (Levin 2016). They both emphdsisee def endant 6s ex
remorse, his young age, and the fact that it is his first offence to justify their detision.

SVbs RFH episode of the case against Tur ne

presiding over EI hlmost vedatimftie isemténse givenibyajudgeq u o t
Purdy in13 Reasons Why Andr ew Dr ake,
equally |l ight

Good Re as onrbis RFS deBvarkidilistratecbelow.

W&Vkreceies anc ount

sentence of plBRehsaris Wby Nion t h e

“No Good Andrew 13 Reasons
Drake
Reason” _LV Bryce Walker 20 1‘;‘{2}320
S19E04, 2017 [ Judge I
Flowers TV series
J Judge
s Purdy
w Ellis
Rape Griffin
Interrupted” Brock Turner
S18E05, 2016 | Judge
Barth
\_ Judge
Persky

Figure 9: RFH of theBrock Turnercase in SVU and 13 Reasons Why

134



What emerges from this web of RFH episodes is a shared concern over celebrified
perpetrators who do oefebritypeipetratov iropehekplored immtee mo n s
previous sectioril3 Reasons WhgndSVUcentrearound the voices of the sexual assault

victims and even though the series attempt to bring justice to them, they still uphold

gendered constructigsiof meritocracy.

Turner6s sentence was decried by survivor
organisé a campaign to recall Persky (Hirshman 2019). The controversy around the
sentence did not dispute his golden boy status, and in fact reinforced it by casting Turner

as the archetype of dominant masculinity. Supporters ofRkeall Perks§ campaign

portray Turner as a representative of entitled and privileged male millennials, whereas as
its detractors regret the waste of a prom
from Turneros f at her prhiois asteepipricg to pdyre20 pr i s o |
mi nutes of action out of his 20 plus year s
support or to denounce Perskyds sentence.
and Griffinds father. For imysdnaHeis22yeatshe | a
old. He graduateduma cum laud#om Dartmouth, he has a siigure job, and you want

to destroy his | ife because he had sex wit
this statement as tone deaf, it still captures sooigkties that arise from the demise of

ideal neoliberal subjects.

Indeed, these intertextual elemergveal the discursive links between meritocracy and
cimpathya Media coverage of Turnerods trial m

Stanford Universityand his promising swimming career. This shows how merit is

attached to ideals of masculinity within n
comes to young men [é] their value can | ie
of)theirexist ng achievementso (2019:114). The <cor

People v. Turnetrial show that representatives of this culturally valued masculinity are
all white, heterosexual, and from upper middlass families. This shows how the
gualities attached to the golden biogharm, physical attraction, personal and professional
achievements maps onto gender, race, class, and sexuality. This in turns influences

discourses about who deserves an opportunity for reform.
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Season 3 0ofl3 Reasons Whreveals an additional layer of the ways in which
cimpatheti® discourses uphold structural inequality. The main narrative arc of that
season revolves around the mystery of Wal
conviction. Season 3 builds on theccessful scavenging hunt format of its previous two
seasons but raises the stakes as viewers try to elucidate who murdered Walker. The season
weaves in two timelines, the present inves
aftermath of the trie8 months before. In the flashbacks, Walker is shown attempting to
atone for crimes. We see him experience bullying at his new school and use this newfound
understanding of the harm he caused others to help former classmates at Liberty High.
Tender scenewith his mother equally contribute to humangthe character, which

makes his death more tragic. In contrast, MontgorddigntydDe la Cruz, who brutally

raped Tyler Down in the season 2 finale, is not portrayed as worthy of redemption. His
Season 3 arc reveals that he grew up in an abusive working class immigrant family and
that he is a closeted gay man. Rather than humanisinghtimacter, these narrative
elements feed into homophobic discourses that associate homosexuality with violence,
and xenophobic representations of Latino men as bigots and &8uaéie 13 Reasons

Why explores alternatives to carceral solutions to esxlal violence, which | shall

explore in more detail in my critique of carceral feminismQdhapter 6 Celebrity
Advocates it doesndét disrupt the sexist, racis

cimpathyd

Conclusion

Celebrity perpetrators occupy an important position in popular culture. They personify
the fascination with certain types of crime, like sexual violence. Celebrity culture is a key
vehicle that transforms sexual violence into a spect&¥8J is remarkable in the
landscape of crime fiction because it centres the voices of victims in every single one of
its episodes. Indeed, most of the sexual assault victims report the crime to the precinct

themselves By not murdering its victims,SVU resists the sensationalism of

27 The other Latino character in the series is the sympathetic Tony Padilla, who embodies a positive
representation of gay masculinity, but even he is shown to be struggling with anger management issues
which led him to have a criminal record.
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representations of misogynist crimes common in the true crime and crime fiction genres
(Hamad 2020). HoweveSVU still contributes to the mythologization of perpetrators
through RFH episodes dealing with celebrified sexual offenders. This fascination is

channelled through the figure of the monster which casts sexual violence as an

individualised problem that doesnodt I mpl i

portrayed agbad apple§ acting in isolation. When the assaults are contextualised within
broader institutional dynamics, the figure of the monster constructs them as anomalies,

albeit wellintegrated ones.

Reading true crime texts alongside fictionalised accounts of the same cases reveals the
multiple iterations of monstrosity. Popular representations of celebrity perpetrators draw
on the figure of the monster to separate them from normative heterosexgality.d y 6 s
fame derives in part from how he embodies the representative / monstrous tension. This
tension maps onto the ordinary / extraordinary tension, which constitutes a defining
feature of celebrity culture. Monstrosity is constructed intertextualutiit references

to fairy tales (Bradley) or gothic literature (the Karolyis). In the case of Bradley and
Nassar, the figure of the monster is crucial to construct paedophilia as an extraordinary
crime. The celebrification of Nassar stems from the remediati his crimes required to
maintain the meritocratic illusion of sport celebrity, and the nationalist value of Olympic
celebrity. The Nassar case raises important questions with regards to postfeminist true
crime. Finally, the multiple fictionalisatiorsf Tur ner 6s tri al show
sexist, racist, and classist logics of monstrosity in identifying who benefits from
dimpathyd These RFH episodes also constitute a dramatization of carceral feminism. |
pursue these reflections in the next wiea, Celebrity Advocates, and interrogate the

intricacies of postfeminism, neoliberal feminism, and carceral feminism.
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CHAPTER 6:CELEBRITYADVOCATES

A cacophony of feminisms

In their indepth analysis 08VU Sujata Moorti and Lisa Cuklanz argue that the series

of fers na cacophony of feminist understand
a postfeminist televisual settingo (2017:
Benson embraces multiplersands of feminism at once. Wt
commitment to lawandorder institutions casts her as a carceral feminist icon, her success

in a predominantly masculine workforce (and televisual genre) attests to thm lean
feminism she embodies. Camgely, her espousal of privatised solutions and a rhetoric

of empowerment to end sexual violence makes her a key neoliberal feminist figure
(Cuklanz and Moorti 2017:444). In this chapter, | build on their analysis and extend it

beyond the main charact&y interrogate the ways in which sexual violence becomes

spectacular through various iterations of advocacy, feminism, and fame.

Building on Sarah Ban&Ve i ser 6 s wor k ( 2d@dpdac feminisindtou s e t h
referto spectacular manifestations efiiinism, circulated through mainstream media and
endorsed by celebrities. However, these discourses and practices remain plural,
heterogeneous, and caught within a struggle for visibility between different strands of
feminism (BaneWeiser 2018:1). | undestand {ostfeminisnd as a complex
entanglement of feminist and aféiminist values (Gill 2007; McRobbie 2009; Genz

2009; Genz and Brabon 2018) which fostered the rise of popular feminisms. Much of
literature on postfeminism has attended to the préfosto in relation to feminism,

backlash, temporality, school of thought, etc. For the purpose of this chapter, | am more
interested in postfeminism as a feminist discursive formatiennot to think feminism

and postfeminism as mutually exclusive, btttaer as fAa process of r
capableofre nscri bing what it al é&eoliberaléemisiggho s e s 0
(Rottenberg 2018) constitutes a particular iteration of popular feminism, one that stems
from postfeminism, but is resolutely feminist in its renewed commitment to neoliberal
discourses. In other words, the tension between espousal and disavowal afnfersini

symptomatic of postfeminist media culture (Zeisler 203&});it also conditions new
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postfeminist configurations. Finallggarceral feminisrrefers to feminist discourses that
understand sexual labour as-geafficking, and in doing so expand theoliberal agenda
(Bernstein 2007). My interest in carceral feminism stems from the ways in which it
advocates for solutions to sexual violence rooted in the prison industrial complex

(Bumiller 2008) androm the ways in which it shapes popular feministodiurses.

This theoretical framework is useful to explore moments of intense visibility of sexual
violence in the public sphere, like #MeToo, and the ways these are framed by popular
feminisms and neoliberal discourses. As Rosalind Gill and Shani Orgael, #deToo

is Aicontained by a postfeminist sensibilit
capacity to challenge the neoliberal and patriarchal order (Lbilogyes 2019).
Investigating antsexual violenceelebrityadvocacy is ideal to intergate not only how
neoliberalism deters critiques of the patriarchy, but also how neoliberalism might need
feminism. The critical literature on celebrity advocacy reveals similar concerns as it
interrogates the tensions that arise around the political anidl scommitment of
celebrities. In his overview of the scholarship on celebrity advocacy, Dan Brockington
(2015) notes that most studies explicitly or implicitly share the same moral concerns. He
guestions if celebrity advocacy produces a greater awarefidise cause they defend or

if it rather mostly benefits the celebrity in the formation of their own image and personal
brand. He suggests that we should rethink the dichotomy between celebrity and activism,

and between entertainment and politics (see @hrall et al. 2008).

This line of query has guided recent feminist media studies scholarship, which seeks to
rethink the assumption that fame and feminism are mutually exclusive (Handddylor

2015; Taylor 2017; Hobson 2017; Murray 2017). These woighlight how media
representations have always been a key feminist concern and, at the same time, feminist
movements have always relied on the media to establish their legitimacy. As Janell
Hobson (2017) argues, some celebrities can also offer compt#ikogisations of the
intersection of gender, race, and sexuality accessible to a general audience. Drawing on

Mc Curdyds work on celebrity activists (201
to the processes of celebrificatiani.e., how one beomes famoud disrupts an
understanding of celebrity and feminism as mutually exclusive categories. Following

these theoretical suggestions, the present chapter anabiebsity advocates i.e.,
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established media personalities who use their visibiGityackle sexual violenceé to
interrogate how they popularise carceral and neoliberal feminism and, in the process,
gesture towards a new postfeminist future. The subsequent chapter explores the work of
celebrityadvocatesvho became famous because ofirtlamti-sexual violence activism

and ask: how might celebrity be a gateway to feminism? And how might feminist activists

need celebrity culture?

These tensions are particularly salient inteH SVUepisodes for they revolve around

already mediatised caselhese episodes are thus invested in the celebrification of people
known for their work against sexual violence. By attending to the metafictional citation
practices at the core of thH episodes, | can trace the emergence of feminist celebrity
brandsacross a range of related media telktsaddition, the process of fictionalisation of

a complex story into 4&inute episodes is akin to a magnifying glass that renders legible
resonances and tensions between each strand of feminisieptim discursive analysis
contextualises eadRFH SVUepisode in relation to other media texts, thus constituting a

rich web of media texts that provide a unique entry point to address the celebritisation of
anttr ape advocacy and the tensions within po
a Rapist@andSngmE2) Newsroomo (S18E16) are r
which the series grapples with the cacophony of feminisms characteriSKWfThe

first two deal with the convergence of celebrity culture and popular feminism in the
context of celebrityled antrsexual violence campaigns. Throughout the chapter, | ask:

what kind of cultural work does popular feminism carry out? As | proceed through my
analysis ofcelebrityadvocates, | unpack the nuances between various popular feminist

sensibilities, namelpostfeminism, carceral feminism, and neoliberal feminism

| start my discussion afelebrityadvocates with AThe Newsroom

also exploredn Chapter 2: Celebrity Victimsis a fictionalised accau of the sexual

harassment case against former Fox News chairman Roger Ailes, where Harold Coyle
stands in for the latter, Heidi Sorenson for Gretchen Carlson, and Margery Evans for
Megyn Kelly. The celebrity memoirSettle for MorgKelly 2016) andBe Fierce: Stop
Harassment and Take Your Power BdCarlson 2017a) are included in the present
analysis, in addition to guest columns Carlson wrotd far Huffington Pos2015)and

Variety( 201 7b) and epi s ode sTheMegymKelly Sho{@d2@.d new
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also discuss the filnBombshell(2019) whose script is based on the aforementioned
memoirs and interviews. These media texts provide helpful elements to contextualise the
SVU episode. Analysed as a whole, this corpus offers compelling insights into the
resonances and tensions between postfeminist and neoliberal feminist ad{@tacy

Appendix 3and Figure 3)

| then turn to the episbe fiMaki ng of a Rapisto (S18EO02)
celebrityadvocates. | also develop the concepicetefictiordto think through the ways

in which Olivia Bensonodos BénBensemembededa t he
unique brand of carcal and neoliberal feminism, which is further enhanced through
Hargitaydés celebrity persona. Toget her, t
culture and public policies. | rely on marketing materials produced for variousagaeti

campaigns sponsorédy Har gi taybés Joyf ul Heart Founda
2017 documentary Am Evidence n whi ch Hargitay features

work to end the rapkit backlog(Cf. Appendix 3.

Neolibeml feminists: Megyn Kelly and Gretchen Carlson

The episode fiThe Newsroomo displays a comp
feminist rhetoric which is most salient through the narrative arcs featuring Heidi Sorenson

and Margery Evans. These stories both oscillate between a complete disanowal
acknowledgement of feminist solidarity, while frams®xual violenceas a private issue.

For instance, following her interview with Olivia Benson on workplace sexual
harassment, the AHNT Morning Livedo HhHost He
she was raped by the head of the network Harold Coyle a few months ago. However,
Sorenson immediately recants her allegations for fear of losing her job at HNT. After

being fired, she reaches out to Benson to sue Coyle for rape and explains:

When | wentto Harold, he forced me onto my knees, and he said | had to show him how

serious | was. I actually thought that wou
me in private, thatés one thing, but he j u:
ike. That | 6m doing this because | got fire
Sorensonbs account highlights how she unde

structures of power and gestures on how these may impact other women. Yet, her
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motivation to core forward stems from the injuries Coyle inflicted on her professional
career. More than just symptomatic of the
the kind of cultural work postfeminism carries out. It acknowledges structural inequality

and ollective mobilisation, but ultimately reframes those in individual terms.

According to Catherine Rottenberg (2018), neoliberal feminism is a strand of feminism

that converges with neoliberal and conservative agendas to resolve some of the ongoing
tensionsthat have emerged from the postfeminist era. These include challenges to the
model of liberal democracy in the form of neofascist movements, increased distribution

of precarity, and continued raci al and gen
ways in which postfeminism provided the fertile grounds for neoliberal feminism to
emerge. They both rely on a rhetoric of choice, empowerment, individualism, self
monitoring,andself-discipline. However, postfeminism remains more ambivalent where

neolibealism resolutely makes a claim to feminism.

In the episode, Margery Evans embodies this slippage from a postfeminist to a neoliberal
feminist subjectivity in a compelling way. She is younger than Carlson and at the start of

her televisual career. Eventhg h s he i s aware of the netwo
ageist regime that affectsmchorwomen she believes that she is immune to it. She lies to
detectives during the investigations and perjures herself on the stand during the trial,
denying that Sores ever confided in her about the rape. However, when Coyle attempts

to assault her, Evans changes her testimony andagdtevisual evidence to support
Sorensond6s | awsui t. Like Sorensonos, Evan
emerges from ijuries to her person. The resolution sought is private., a lawsuit and

a settlement r at her than a challenge to structu
realisation that she is not immune to Coyle illustrates the shift from a postfeminist stance

to one that acknowledges the pervasiveness of sexism which requires a feminist response.

My brief analysis of Sorenson and Evansd c
of rape and iterations of various strands of feminism, which is dramaticalisyain the

episode. It is exemplary of the ways in which the series as a whole grapples with the
erosion of the divide between the public and the private sphere, an almost utilitarian

embrace of feminism along with the disarticulation of structural iaktips. Prompted
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by the issues raised through t&¥Ue pi s o d e, I ask, along with
neoliberalism need feminism? What does neoliberal feminism do that postfeminism could

not or cannot accompl i sh?0 dit2stade®atspécific These
toSVU,and they can also be found in Gretchert
confessional texts, which | turn to for the remainder of this chapeeFierce(20179)

andSettle for Morg2016) are good examples of the ways in which neoliberal feminism

seizes the issue of sexual violence.

Neoliberal feminist subjectivity iSettle for MoreandBe Fierce

Be Fierceis an example of what Diane Negra cé#fisfiadviceoriented memoi (2014)

It blends the genres of celebrity memoir, $edfp, and journalistic essay of workplace
sexual harassment. Carlson addresses the readers in various forms, sometimes using the
pronounsdyoudand other times usingveq drawing the readers in
experience. She also weaves in her story with excerpts from interviews she conducted
with women of various professions. This gives the impression that she invites her readers
to identify with her and the womeneimterviewed as part of a collective consciousness
raising work. Despite its allusion to a collective identity, her memoir remains typical of
neoliberal feminism because it produced political claims that are orientated towards
individual happiness, and uk remain fundamentally unthreatening (Negra 20B4).

Fierce hails imagined readers as aspirational female subjects whose commitment to

sexism is internalised as part of a broader need to achievelifedoialance. Thus, in its

very literary form, Carlsols memoir typi fies the neoliber
solution that i1is put forward is to fibe fie
and its title.

SettleforMored o esn6t addr ess iBe Bierae Havdveryitsstilléts di r e
the Afadvéemrmted memoiro genre analysed by N
neoliberal feminist subject. Its linear narrative follows Kelly from her childhood to the

peak ofher career at Fox News as she overcomes family tragedy and professional
challenges andetails her experience of being a working mother. Like Carlson, Kelly
reframes happiness in managerial terms. As

possiblte o change your |ife. To do better. To
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While the book doesndt shy away from discl
parent, a burout, a divorce, and different instancessekualviolence, these nedive

affects are explored only to support a narrative of surviving by overcoming adversity.

Rottenberg argues that neoliberal feminism produces different subjectivities,
characterised by different temporal and affective orientations. Theczadgr neliberal

feminist subject is invited to carefully plan and invest time, energies, contacts and
resources to achieve the desired witfilkbalance. In contrast, the assumption is that mid

or latecareer neoliberal feminists have mastered this balance.arbeyus enjoined to

live in the present as fully as possible. HoweBs, Fierceand Settle for Morerouble

this distinction between two forms of neoliberal feminist governmentality along
generational l i nes. T h e -hepsjeunafisdcdmemog sder o f
sexual harassment victim who wants to know what her rights and options are. The book
thus invites the reader to ground herself in the moment in order to assess her strategy to
build a brighter future for herself. Most chapters fromlKgl6 s me moi r concl u
exhortation to appreciate oneds present ha

challenges. It thus frames resilience as an investment for the future, which is explicit in

the foll owing quot e:urlifean®ne wfiitisHor reothiyg iftyaur mo i |
survive it and t ak Be FertceadBaitle foraVoréeSpoudedtite) . Bo
Awhat doesné6t kill you makes you strongero

of the neoliberal survivor who takastiatives for her selcare provisions and wellbeing,

as | have already argued@apter 2CelebrityVictims Consequently, the affective and

temporal orientations of the neolibefaministsurvivor is one that is both grounded in
the present through setfire yet still looks ahead by reframing resilience in aspirational

terms.

This dual temporality of neoliberal survivorhood sustains the positive affective regime
characteristic of eoliberal governmentality (Ahmed 2010). As Rottenberg argues,
Apositive affect helps produce subjects wl
themselves and their emotional states but also to cultivate the upbeat, entrepreneurial,
responsibilsed, an d individuated dispositionae (201°¢
survivor is thus a heightened form of the subjectivity described by Rottenberg because it

frames the managerial self in terms of survival. As Rosalind Gill and Shani Orgad (2018a)

144



have argueth the context of austerity, injury and vulnerability are acknowledged only to

be disavowed though a form of governmentality that repackages adaptability, creativity,

and optimism into features of the managerial self, thus silencing critiques of structura

i nequality. For instance, Carl sonb6és memoir
and injustice, but the trope of writing as therapeutic activity explicitly reframes these
negative affects through a positive outcome. Each chapter explores diifepaats of
sexual harassment and concludes with an 1in

that makes the book such a compelling neoliberal feminist text.

Neoliberal feminism and celebrity advocacy

These orientations towards assuming posiéiffective regimes and bouncing back are

also what make celebrity advocacy such a potent media spectacle. The exposed injury is
transformed into an injunction to positivity and a universalising discourse of resilience
centred around the self rather thaniagbtransformation (Gill and Orgad 2018a). It is
reminiscent of authenticating strategies deployed by celebrities involved in humanitarian
campaigns which revolve around the theatricalization of suffering (Chouliaraki 2012) and
private responses to theltaies of the welfare state (Littler 2008). The affective registers

of Carl son and Kellybds celebrity confessi
which in turn allows them to articulate their individual experiences within a broader ethos

of altruism.

This process is most salient in the ways in which Carlson describes the inception of her
book through a grammar of heroism whereby becoming a celebrity advocate is an

inescapable effect of her fame and a duty:

In my home office, | began to print otite stories of women who contacted me. Soon

they formed piles on my desk. I didndt kno
do for them, but the voices filled my mind and my dreams. They took me out of my own
problems, and set me squarely atd¢etreof a cul tur al battl e. [ é
movement a preposterously bold idea. But if not me, who would pick up this cause?

Who would speak up for these women and give them a voice? (Carlsca@017

This quote illustrates how thar t i cul at i on bet ween Carl son

harassment and her fame is a key factor in establishing the authenticity of her advocacy
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work. In a swift movement, Carlson claims a connection with the women who shared their

stories with her yet distaegherself from them through a rhetoric of heroic rescuing.

As many scholars have argued in their discussion of celebrity humanitarianism, this
process of othering is central i n authent
(Repo and Yrjola 2011Christiansen and Frello 2015; Christiansen and Richey 2015).
Indeed, celebrities use a rhetoric of benevolent luck and fortune when explaining the
reasons for their participation in humanitarian campaigns. According to Littler (2008),

they rely on what La Boltanski calls dpolitics of pityd (2007)i i.e.,a set of principles

and practices which turns suffering into a spectacle by reinforcing the distinction between
those who suffer and those who donodot. W
humanitarimism differ from neoliberal feminist advocacy, the simultaneous claim to
affective proximity and distantiation is a common feature. It sustains an imperialist agenda

for the former, and a femonationalist stance in the latter.

Building on the work of Sardrarris (2012; 2017) on the association of nationalist
ideologies and feminist values, Rottenberg argues that neoliberal feminism constitutes a
geographical and affective turn inwards for US society through which liberal democracy
addresses its deterrentsalso reasserts itself as a model for the rest of the world by
producing responsibilised subjects who effectively conflate their entrepreneurial
individualities with emancipation. The celebrity advocates | examine are exemplary of

this convergence of néberal and femonationalist agendas. Their claim to survivorhood

does not only authenticate their performance of altruism, but also distinguishes them from
the wvictims who havenot yet managed this
advocacy still reolves around a politics of pity; however, it is more subtle yet more
pervasive. The process of othering operates, simultaneously, along racist, classist, and
ableist lines and through temporal orientations: the neoliberal fersinist vi vor 6 s o't
are he past victimized self, as well as any other subject excluded from this journey by
structural inequalities. It is quite telling in that respect that Kelly frames her resilience as

a feature of her Adlife as an Asewalviokercee wo ma
celebrity advocacy becomes one of the pillars of neoliberal feminism. | would also go as
far as to suggest that the most represent e
#MeToo and4TimesUp.
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The grammar of neoliberal feminist advogac

This discussion of the complex entanglements between celebrity advocacy,
femonationalism, and neoliberal feminism raises semantic questions with regards to
feminism. As Rottenberg writ es-emartipatorys i mb
projects isgp ower f ul reminder that feminism has
(2018:170). She argues that neoliberal feminroptsthe language of social justice

whilst neutralising its political content through a shift towards the managerial self. | have
armdy demonstrated how the AThe Newsr oomo
neoliberal feminism, transposing a grammar of social struggle into one of empowerment.

An analysis of Carlsonés confessional text
This corpus is striking in that it was written by a celebrity who owes her fame to the Miss
America pageant and the rigwing Fox News. Yet, Carlson explicitly thinks sexual

harassment as symptomatic of gendered structures of power.

As noted earlier in thishapter, Carlson draws links between her experience and those of

the women she interviewed, which is reflected in the ways in v8echierceblends the

genres of celebrity memoir and investigative journalism. In addition, she draws on a
feminist lexicon to articulate the pervasiveness of sexual harassment in the workplace.

For instance, the book contains a bullet point definition of this tdmmolence and offers

practical advice on managing toxic work environments, reporting, and dealing with the
aftermaths. Carlson also inscribes her memoir within a history of sexual harassment
legislation and feminist scholarship, referencing CatharinekMae nonés wor k, t
her feminist credential$der memoir ends with a list of resources to fight sexual assault

and abuse. These include Mariska Hargitay¢
second part of this chapter. It also features orgaarsatind activist writings discussed

in Chapter 7: CelebritAdvocatesFigure 10 below illustrates these connections:




Figure 10: Case studies from Chapter 6 and Chapter 7 liste@rietchen Carlson's memoir (2017a)

Carl sonbs feminist credential i arKef-uydbbew
theorised continuum of violence (188 which draws parallels between sexual
harassment, domestic violence, and rape, Carlsoatefiat these forms of violence are

al | about power. She also details how the
passionat e wo me mdbsandaesplainshersmotivatign Zod Wwrifing the
book: A began t o s ee somdihang abdubigand treate a we
meaningf ul fight f or woad@.nwhat isstiikjndib thesd n o u
last two quotes is the deliberate use of liberal feminist vocabulary usually absent from the

neoliberal feminist texts analysed by Rot b er g, i ncl uding Kell yods

Similarly, where Kelly strongly refutes any notion of speaking from a privileged position,
Carlson acknowledges that sexual harassment disproportionately impacts women already

marginalised and, as such, her experiencetisapresentative. She writes for instance:

I think it is fair to say that women working non managerial jobs in fast food establishments
probably cané6t afford to |l ose their jobs,
their livelihoods. Few hathe resources or clout to fight their circumstances, so | believe

it is incumbent on all of us to fight on their behalf. (Carlson 2P0

At first glance, Carlson demonstrates an understanding of class inequality that appeals to
a feminist solidarityHowever, other structural inequalities such as race are obscured.

This oversight is quite telling given the complex entanglements of race and class in the

14¢


















































































































































































































