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Laura MAkeld
Unruly Women in the
Comedy Series Smack
the Pony

This article observes the
techniques of the comic in
the TV-series Smack the
Pony (Channel 4, GB,
1999-). The article con-
siders the connections bet-
ween the humour of the
series and feminism, and
discusses whether the
series could be interpreted
as feminist. ln examining
whether the series could
create experiences ol
empowerment for women,
the concepts of masque-
rade (Mary Ann Doane)
and "unruly women" (Kath-
leen Rowe) are introduced.

What is vital in the le-
minist struggle to redeline
gender definitions is the
utilisation ol visibility and
publicity. Visibility has al-
ways been connected to
power, and by making
hemselves visible, women
could thus acquire power
to themselves. However,
transgression and parody,
the strategies used by
unruly women, are not
sufficient to crush the he-
gemony of male power.
Transgression is always a
fundamental aspect ol the
comic and, thus, does not
necessaryly mean any-
thing more than a temporal
deviation from the normal.

What is also needed
then, is the translormation
of representations of the
masculine, the change of.the Othef. Smack the
Pony does this by intro-
ducing new models of the
male. Besides this, it gives
women the role ol the
subiect. The series also
represents all kinds of
women, beautiful and att-
ractive, ugly and repulsive,
as misbehaving and ob-
scene. All of them as well
as men are being laughed
al.ln Smackthe Ponyone
isn't better than the other.

Ilaria Slironon
The \flhlrligig ol lrony in
South Park

What kind of animation se-
ries has a prologue telling

that no one should watch
il? South Park (USA 1997-
) has. lt is situated in a
little mountain town, where
8-9 years old schoolboys
experience adventures
that overstep the bounds
of decency. lts' humour is
built on characters repre-
senting a wide range of
social roles. The pluralism
of the series is brought to
ahead when it parodies
political correctness as
well as stereotypes.

ln South Park anyone
or anything can and will
b€ laughed at. But do the
obiects of humour have
unequal positions depend-
ing on their participation in
dominant or minority
groups in society? Can
members of minority
groups be involved to
humour without being opp-
ressed? My view is that by
exaggerating and twisting
stereotypes parody can
make them visible and
question their grounding.

The spectator plays a
major role in recognising
irony and is therefore as
much responsible in de-
termining the obiect of
laughter as the implicit
author or the marketing of
the television text. By
parodying production, re-
presentation and reception
ol stereotypes South Park
makes visible the circula-
tion of stereotypes in so-
ciety.

Using various ways ol
resisting the closure of
meaning Soulh Park posits
its spectator to negotiate
various readings. lts' ambi-
valent irony delays moral
judgements and brings up
contradictory meanings. lf
South Parks pluralism is
commercial and question-
able, at least it highlights
the contradictions of what
it is selling.

Marjut Huttunen
Jackass- An lnstru-
ment for the Hegemony
of Traditional
Maeculinity?

Jackass has gained mas-
sive ratings in the Ame-
rican cable TV. There can
be found many reasons for

the popularity of the show.
Fitslly, Jackass challen-
ges political correctness of
1980's and 1990's by its
flood of bad taste and trash
humour. Secondly, the au-
thenticity ol stunts in the
series links it to popularity
of reality television in the
beginning ol 21st century.
Thirdly, the show certainly
satisfies voyeuristic de-
sires of TV audiences.

Jackass is a television
show that raises quite a
few ideological questions.
For instance, Bill Nichols
accuses in his book B/un-
ed Boundaries reality-Tv
for diminishing active citi-
zenship. However, Nichols
might be too harsh in
blaming solely reality-TV
shows for the negative
effects of TV entertain-
ment. ln addition, the rea-
lity-TV genre has recently
evolved from mainly semi-
documentaries to a much
wider set of shows since
Nichols made his thesis in
the beginning of 1990's.
The carnival and ambiva-
lence of Jackass, for ex-
ample, does not support
the idea that the show
would barely work for he-
gemonic ideology.

Certain elements of
Jackass imply that it re-
produces the traditional
masculinity. For example,
the show can be empower-
ing to groups of white
working and lower middle
class American men who
feel that their position has
been threatened by certain
social and economic chan-
ges. On the other hand,
there are some other as-
pects in the show that
contradict the claim. There
is a great ambivalence in
the way Jackass rePre-
sents male activity, male
bonding and masculine
game as well as men as
vulnerable, chaotic and
comical in the very same
context of American mid-
dle class environments.

Katariina Niiranen
Humour and Natlonaltty
in FawltyTowerc

The paper discusses an
English popular series

Fawlty Towers (GB, 1 975)
in terms of national identity
and humour. What makes
the series so humorous?
ls it possible to understand
English humour without
being an Englishman? The
intention is to focus on the
diflerent aspects of hu-
mour and on the questions
of national culture. The
article will also go further
into the analysis of comical
methods and discusses
them in the British and
Finnish contexts.

As a product ol popular
cullur e, F aw lty T ow e r s can
be seen as part ol the cul-
tural representation regi-
me, which produces mea-
nings and constructs
national identity. Humour,
on the other hand, is inter-
twined with the norms,
customs and patterns ol
thought ol national culture.
Humour can either enforce
stereotypical thinking or
introduce more flexible
patterns of thought. Hu-
mour is also social; it can
enforce the sense of soli-
darity within a group (e.9.
a nation) and thus exclude
the "others".

The paper offers an
interpretation of the hu-
mour in Fawlty Towerslo-
cusing on its comical met-
hods, such as verbal co-
medy, stereotypes and
physical comedy, and dis-
cusses them in terms of
universal vs. culture-bound
humour. The use of ste-
reotypes can be seen as a
method for excluding
"others" and enforcing the
hegemonic main culture.
On the other hand, the se-
ries also seltrellectively
exploits and makes the
viewers laugh at the ste-
reotypical image of the
"Brit". As a result, the
paper argues thal FawlU
Towers exceeds the
boundaries of nationality,
using universal and po-
pular comical methods, but
at the same time it both
strenghtens and disinte-
grates the national identity
ot the British.
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