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Abstract
The focus of this dissertation is three case studies of pop culture, fashion and film icon
and former child star Chloe Grace Moretz in cross media. Using the application of
sociological, feminist, film and media theories her presentation and roles are analysed
according to Freudian theory and Laura Mulvey’s seminal feminist film theories
presented in Narrative and Visual Pleasure (1975). The application of these theories
provides a basis to understand and critique presentations of sexualised women on
screen. These theories stem from psychoanalytic theory and extend to dominant power
structures, constructs of looking and fetishism of women, active and passive
dichotomies and anxieties present across media and narrative cinema.
Contextual research in the history of sexualisation in advertising, societal norms of
beauty, power and media production and the power advertising has over these topics is
researched and applied. This context allows the reader to better understand the way
advertising is understood theoretically, as well as the changes past and present that are
remarked upon by Marc Lombardo and Gigi Durham as they regard sexualisation of
young people and its effects. Lindsey Herriot and Lana Hiseler contextualise the
cultural perceptions and treatment of childhood with their theory of ‘childism’ and its
roots in impotence anxiety, similar to Durham and Lombardo’s conclusions of created
media to soothe unconscious fears.
Adverts banned by the Advertising Standards Agency are studied in this text. Herein we
find that lawfully and socially adult women with young appearances is a basis for the
ban of the imagery in culture, asking the question: what makes Moretz different?
Notable to this dissertation is the unanswerable questions it presents regarding nudity,
femininity, power and sexuality, as images cannot be regarded as exploitative so
simply. Instead the key to this dissertation is how and why images of young women
exist as they do and the effects of these images in culture.
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Introduction:

In this dissertation, I aim to use theory and criticism from film, feminism, and
sociology theorists to explore the ways in which young women are regarded and
presented in cross media. The focus of this dissertation is three texts from the
career of previous child star Chloe Grace Moretz, with the intent to analyse and
form arguments regarding her treatment and presentation. The texts chosen are
a magazine interview and cover shoot for Nylon (Patty Adams Martinez, 2015),
an all audiences trailer for her 2016 film Bad Neighbours 2 (Nicholas Stoller,
2016), and her role in Carrie (Kimberly Pierce, 2013).

Key to this dissertation is an exploration of Freudian psychoanalytic theory and
Laura Mulvey’s seminal 1975 study of women in film that applied these theories
to mainstream cinema. Psychoanalytic theory, or the theory of the unconscious
is necessary to the understanding of audience desires, anxieties and the
phallocentric structures already in place in these mediums. As well as this, Marc
Lombardo’s theorisation and research into the sexualisation of women in
advertising from the past to present day is applicable to the standards we now
see.

While the subject of this study is the sexualisation of young women, links can be
made in her cross media presentation to traditional ideals of ‘the sexy girl’ and
‘the ladette’ as theorised by Amy Shields Dobson (2014), and Gigi Durham’s
‘Barbie Body’ (2010) - a symbiotic figurehead of sexuality and femininity in cross
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media. These theories will be presented and applied to the presentation of
Moretz to demonstrate where she meets these distinctions and where she
disavows them as they regard her sexual identity and representation. The
application of film theory to a young actress like Moretz is necessary in film
criticism, as it provides a greater understanding of the sexualisation of young
women in film, social media and advertising.

A key factor in Moretz’s roles and the sexualisation she faces or escapes is
heavily related to her own star image. She describes herself as a feminist and
has spoken out about sexualisation apparent in films, social media and beauty
pageants. It would therefore be off brand for her to take on the ‘sexy girl’ roles
she has spoken out against, or display herself as a sexualised but passive star.
Her personal style and outward personality is also notable to debates
surrounding her sexualisation because of its indie inspirations and modern,
androgynous or even masculine fashions. As femininity and sexuality are
inextricably linked in a dissertation of this nature Moretz’s masculine, feminine or
androgynous image is key to each study.

Modern Youth in Context

Contextualising current depictions of age in culture outside of media, many
authors submit that the age of adulthood, or perceived adulthood, is lowering
year by year. This is both biologically and socially as ‘the onset of puberty (for
example, as indicated in breast development and the growth of pubic hair)
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appears to be occurring ever earlier’ which means that they might, for biological
reasons, be becoming aware of themselves as potentially sexual beings at an
earlier age’ (Buckingham cited in Phoenix, 2011: 11). Socially sex and
sexualisation is becoming more entrenched in media and thus unavoidable for
children or young adults to see and interact with. While there are many ways to
interpret this both negatively and positively ‘the problem… with marketers
knowingly selling products and images with powerful sexual overtones to young
girls… [is that] adults then interpret girl’s bodies as sexually available’ (Durham,
2010: Ch. 4).

While physically perceived adulthood may be affecting young girls earlier, this
also affects young and adolescent boys that are consuming these images and,
due to their influence, are presuming that these images are not only true but
normal. Advertisements that are aimed at young men and boys are using
‘increasingly sexualised images of women to sell, in a strategy called age
compression. Research suggests that such images create negative attitudes
and expectations among young boys towards women and female sexuality’
(Lombardo, 2016: 43). If Lombardo’s opinion on the effect of media
sexualisation of young men is true, it also shows the implications of age
compression, and the effect that the ‘sexualisation of girlhood’ which Lombardo
believes causes ‘children to engage in sexual activity at younger and younger
ages’ (Lombardo, 2016: 42). This contextual awareness of age and youth
outside of media, and the effects of sexualised materials on young people is
necessary to better understand the potential damage these images could be
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causing to the youth generation by marketers and media creators. Despite this,
studies have shown that sexual activity for girls 15 - 19 has dropped from 51% in
1988 to 43% and for boys from 60% to 42% in the last twenty years (Best and
Bogle, 2014: 126). It could be concluded herein that media sexualisation and
age compression may create differing attitudes to young women and sexuality,
but not to sexual activity.

The Theory of the Unconscious and Anxieties in Media

When discussing Laura Mulvey’s seminal work in 1975, Narrative and Visual
Pleasure, her application of the Freudian theory of psychoanalysis can still be
remarked upon in the modern world across various media platforms. Here, it is
necessary to the understanding of how and why women are presented as they
are, and the attraction of youth, and therefore, presumably non-consent and
predatory behaviour in those platforms.

Psychoanalytic theory was described by Sigmund Freud as ‘the division of the
psychic realm into the conscious and the unconscious' (Freud, Reddick and
Edmundson, 2003: 24). Here ‘the unconscious' are the fears, desires, and needs
that an audience may remain unaware of, but continues to seek, enjoy or require
to soothe anxieties. These unconscious desires are the basis for further theories
such as castration anxiety, the male gaze, Madonna - whore complexes and sex
difference that Mulvey would apply to narrative cinema and the patriarchal
structures surrounding it. She suggests that it is psychoanalytic theory and these
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various fears, desires and needs that ‘demonstrates the way the unconscious of
patriarchal society has structured film form’ (Mulvey, 1975: 6) as it exists today.
Through the application of psychoanalytic theory, we can better understand the
presentation of women across media and how it relates to further issues
regarding sexualisation and the fetishism of young women. As well as this, we
can understand through the application of this theory, that we as a culture
remain unaware of the pleasures and anxieties that in mass media we are
unknowingly consuming.

Psychoanalysis is understood as a largely phallocentric theory that prioritises
the unconscious of a patriarchal audience, which would suggest that each of my
chosen texts are created predominantly with the enjoyment, soothing or
pleasure of male viewers in mind. If some of the texts that I am examining in this
dissertation are, therefore, phallocentric and exist primarily to soothe and be
enjoyed by a patriarchal viewing audience, some could suggest that a female
viewing audience lacks control or power over narrative, image, and presentation
of Moretz across media. This is widely regarded to be the theoretical reason that
female viewers are forced to ’identify with the camera held by a male director…
and are thereby sutured into the film from an unavoidably masculine voyeuristic
position’ (Wright, 2000: 46). If the ‘masculinization' of viewership is correct we
can understand why some media may exploit or sexualise the Moretz, and what
pleasures or anxieties these images may raise in the audience. Freudian theory,
particularly psychoanalysis and its subset theories, is essential to the later
analysis of my three chosen texts.
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Sex difference, Castration Anxiety and the Passive Woman

Freud’s description of sex difference or the ‘presence and absence’ (Wright,
2000: 17) of the phallus and/or power both social and sexual is one Mulvey
ascribes to narrative cinema. Sex difference is the physical, mental and social
differences between male and female that, according to psychoanalytic theory,
suggests ‘the phallus serves as the supreme symbol of masculine power and,
concurrently, of feminine lack’ (Michael, 2011). It is here that theorists have
understood the dichotomy between male and female is also that of one between
strong or weak, active to passive, and cementing ‘the assertion that masculinity
is associated with activity and femininity with passivity’ (Siann, 1994: 26) in
cinema and, presumably, in life. The theorisation that female is akin to passive,
weak or lacking in mainstream cinema and in wider culture is one that must be
addressed in this essay, as it also holds some weight in the understanding of the
obsession and sexualisation of youth in media. As youth is equally defined by
passivity or malleability further in this dissertation, connections can be made
between ideals of youth and ideals of womanhood separately, and how this
works symbiotically across culture to define womanhood and youth as one.

When reading media with Freud and Mulvey’s view of psychoanalytic theory, it’s
subset theories can be better understood as unconscious. The Freudian theory
of castration anxiety is considered a link between the presentation of women on
screen and the soothing of the unconscious fears of a male viewing audience. In
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this theory it is suggested that woman and ‘her lack of a penis, implies a threat
of castration and hence unpleasure’ (Mulvey, 1975: 13). Again, this is due to the
differences perceived in sex, and the active and passive opposition that Freud
and Mulvey discuss. Theoretically castration anxiety can be marked as the
justification behind the current representations of men and women in today’s
media, owing to early media creators and audiences that were predominantly,
and remain to date, male: Only 7% of directors working on the 250 highestgrossing domestic releases in 2016 are female (Lang, 2017). Stemming from a
lack of control over the media created, women have little ability to change the
way they are represented on screen, meaning that most women in film are
written by men, for men. While Mulvey is discussing mainstream cinema formats
and the theories surrounding them, it is difficult to suggest that multiple creators
do not share the same downfalls as men ‘aren't willing to put ourselves in the
skin of those characters and women, I think terrify us. We tend not to write
women as human beings, it's cartoons we're making now" (Paul Haggis in Miss
Representation, 2011). While Mulvey's theories are limited by her application to
the film format, I believe the same Freudian theories regarding anxiety and the
soothing of this anxiety can be applied to mass media, particularly in relation to
the sexual objectification of women’s bodies.

Childism and Adult Anxieties

To understand the notions, we as a culture relate to children we can “draw upon
the notion of childism an umbrella concept that ‘highlights the fact that prejudice
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is built into the way we imagine children. According to childism ‘young people
are blamed for negative or undesired traits in adults’” (Young-Bruehl cited in
Herriot and Hiseler, 2015: 290). If childism is to be applied to advertising that
exploits and sexualises children, what message is sent surrounding the image of
the child? According to Lindsey Herriot and Lana Hiseler the young women we
see in media are so created to soothe the anxieties both sexual and nonsexual
of adults or ‘‘impotence’ onto something more manageable and potent - the
cultural and sexual corruption of the girl child. We see films positioning girls as a
vehicle through which anxieties about adult sexual identities and practices can
be voiced and ‘fixed’’ (Egan cited in Herriot and Hiseler, 2015: 290). Childism
charts the corruption of what they describe as the ‘hetero-asexual’ child that has
yet to discover, explore or properly understand the meanings and weight of
sexuality. Anxiety is an integral part of media and of sexualisation, from
Freudian castration anxiety to these concepts of childism, many theorists have
debated the reasons why we culturally obsess over and sexualise youth. Anxiety
causes these images to be so affluent because they portray a weaker,
undefined and thus, mouldable image of womanhood that cannot be feared and
can be made to perform to any fetish across media.

The Male Gaze, Fantasy and Fetish

Mulvey’s theory of the ‘male gaze’ is closely linked with fetishistic scopophilia as
the view of women in media according to their physical sexuality. The male gaze
is the deliberate framing of women in cinema to be viewed as passive and as an
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object to be desired, rather than as characters that could hold the potential to
elicit castration anxiety in an audience. The male gaze is Mulvey's assertion that
women on screen in character, costume, framing, editing and scripting are
symbolically cut down into smaller pieces to become less threatening which
allows audiences to ‘project its fantasy and desire onto the passive female
figure, which is displayed accordingly and becomes a sexual object’ (Fol, 2004:
27). Similarly, fetishistic scopophilia is the process of fragmenting a woman into
her component parts on screen. Using camera this may often be done with close
camera shots of sexualised situations and of women's bodies, making her
physically lesser on screen; a sexualised body before a fully realised woman or
character. The concepts of both fetishistic scopophilia and the male gaze both
exist to soothe the Freudian theory of castration anxiety. With the understanding
that most media content creators are men, it is no surprise that women’s roles
are created for male consumption, with female characters designed to speed
‘the process of disavowal which was related to fantasy, to the subjects
remodelling of reality’ (Cowie, 1997: 261). Fetishistic scopophilia and the society
surrounding it has a great relevance when considering the sexualisation of
women and girls in our culture, as it can allow us to better understand scenes
and imagery that has been designed to sexualise women for the viewing
pleasures of a male audience.

Desirable Norms in Advertising

While the texts I intend to analyse are not all based in advertising, clear links
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between the way Moretz is presented can be made using the application of
research on the past and present behaviours of sexualisation in media. On
average one person living in the city will consume on average up to 5,000 ad
messages per day (Story, 2007) across various media platforms and in physical
messages and imagery. With advertising remaining such a key component in
everyday life and rising every year, the imagery and messages we are being
exposed to must be critiqued in line, not only with the Advertising Standards
Agency that controls the circulation of adverts considered inappropriate, but for
the messages in culture they represent and the groups they exploit to sell their
products.

In his chapter ‘Advertising’ in Sex and Society Lombardo discusses the
emergence of sexuality in advertising to sell. He describes the basis of
advertising as relying ‘upon the creation of anxiety, doubt, self-consciousness
and fear about not meeting these standards, and the marketing of products that
claim to help people conform the idealised standards of sexuality’ (Lombardo,
2016: 44). It is the idealised standards of beauty that, over the years, have
evolved. The idealised images of today’s beauty and sexuality are becoming a
goal further and further away from realistic and healthy standards to create a
sense of anxiety, a need to improve, a need to buy products to attain these
images. It is clear, herein, that advertising as it exists today is built upon
discontent in a consumer's life. This self-aware and willing use of media to
exploit the anxieties of the consumer is notable when discussing the deeply
ingrained sexualisation of women in advertising. Lombardo’s theories chart the
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history and changes that have affected advertising both historically and
sociologically, which is vital to the understanding of current conventions of
advertising and media.

In the 1950s advertising began to exist as we understand it now, with the end of
war austerity, and the need for modernity, ‘consumers began to accept
advertiser’s notions of desirable social norms’ (Lombardo, 2016: 42). Here
began advertising as a goal orientated effort to improve the consumer's life, with
those seen advertising products being ‘attractive, slim, and healthy for
example… women were often presented as contented homemakers and men as
breadwinners who had busy lives’ (Lombardo, 2016: 44), becoming those seen
in advertising became as much a goal as owning the products they sold. This
again illustrates the anxieties that drive media as described by Mulvey, Herriot
and Hiseler, and the drive audiences to buy and attain products to achieve the
disavowal of this created anxiety. However, when applying these theories to my
case studies in which a product is not what is being sold, rather an actress and
her star image in cross media: Moretz is advertised in the same overtly sexual
way in both her Bad Neighbours 2 role and on the cover of Nylon.

Women as Consumer and Eroticising Advertising:

The use of sexuality in advertising, however, has been critiqued often over the
years. William Leiss, Stephen Kline and Sut Jhally expressed concern in their
1986 work Social Communications in Advertising. They discuss the phallocentric
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imagery of advertising that ‘reinforces a biased and predominantly male view of
life and male fantasies in its representation of women' in the same way Mulvey
describes. As well as this they accuse mainstream advertising of ‘setting white,
middle-class community standards' (Leiss, Kline, and Jhally, 1986: 376) that
could not apply to a mass audience. These standards are similar to Lombardo's
criticisms in the way advertising is shown to present a goal of white, middleclass male standards that consumers aim to attain. Leiss, Kline and Jhally note
with some concern the critical reception of ‘what was considered an excess of
overly eroticised images, postures and, and interactions of women in
advertising, all of which represent women's subservience to men’ (Goffman,
1979). The 1986 text Social Communications in Advertising must be noted
regarding this essay as it responds to critical receptions of ‘the use of underage
models posing in a sexual way, pornographic scenes of implied rape, bondage,
and objectification of women’ (Leiss, Kline and Jhally, 1986: 376), which must be
considered when researching the presentation of sexuality, and particularly
regarding the sexualisation of youth.

Advertising must be understood as constantly advancing content, with desires,
needs and goals changing year by year to keep up with traditional standards of
beauty and lifestyle. It is for that reason that adverts differ so much in tone,
image and goal year by year as ‘advertising must respond to social changes in
the values and taste only if and when they affect the market’ (Lombardo 2016:
44). It is, therefore, to be understood that advertising is not a medium interested
in moving forward depictions of women and minorities unless the businesses
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they represent will benefit. However, clear evolution can be seen in advertising
alongside the movement of the marketplaces they represent. One example in
this text regards the marketing of cars after the inclusion of women into a wider
workforce, during which time ‘advertisers began to show women driving cars
rather than draping themselves over them. The evidence does confirm that the
depiction of women in non-traditional roles has increased in recent years' (Leiss,
Kline, and Jhally, 1986: 376). This, alongside Lombardo’s commentary show the
public and scholarly response regarding sexualised adverts, and the historical
changes surrounding gender equality that have changed the format and imagery
depicted in advertising.

The cultural understanding of woman as consumer is not only a stereotypical
representation of femininity but one that Marylin Poole and Susan Feldman
discuss in A certain age: women growing older:

‘Women, especially young women, are the most sought after group by
programmers. As they have most control over disposable income and watch
most television the interest advertisers… researchers first identified the
quintessential consumer as female and between the ages of 18 and 35,
television has pandered to women, promoting a vision of the good life in which
they play a key part and feeding and obsession with youth, affluence, beauty
and glamour.’ (Cashmore cited in Poole and Feldman, 1999: 20)

The depiction of women in advertising aimed at women, therefore, shows the
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importance and inclusion of only the young, the beautiful and the glamorous,
images audiences must see, accept and include in their everyday lives. In this
example, another theorist agrees that anxiety is the cornerstone of advertising,
forcing women ‘to see themselves and their lives as problematic; i.e., in need of
some or another “solution”’ (Kilbourne cited in Wright, 2003: 8).

It is clear in Poole and Feldman’s work that women are necessary to advertising
strategies both as consumer and as figurehead for products sold. Despite this,
there are still damaging and exclusive aspects of the medium to women that do
not fit into the societal model advertising lays out, that disregards people of
‘unacceptable' age, beauty, weight, race, class and ability. These dismissals
more forcefully exclude these unacceptable advertising figureheads and make
diverse populations - some theorists would argue - less accepted in culture.

Young Appearances and Banned Adverts

When discussing media portrayals of women, it is key to understand as well the
imagery of youth already seen in culture. Beginning with the 2015 Mui Mui
advert that was banned by the Advertising Standards Agency and described as
‘"irresponsible" because it appeared to show a child dressed as an adult in a
sexually suggestive pose’ (Karmali, 2015). This was despite the model in
question being 22 at the time of production and release, but with certain viewers
perceiving her to be under the age of sixteen and regarding her as overly
sexualised in her youthful appearance. This has been a similar issue with
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advertising featuring models that are of age, but look or are dressed and posed
to be much younger. With another 2015, American Apparel advertisements ban
and the ruling by the ASA stating ‘"we considered the ads had the effect of
inappropriately sexualising school-age girls and were, therefore, offensive and
irresponsible for that reason too”’ (The Guardian, 2015). This ruling was made,
again, despite the model featured being 20 years old at the time of production
and distribution. In both cases, it is notable that the models featured are over
age, but that their looks, poses and relative sexualisation are considered
inappropriate and unacceptable by advertising and moral standards. It is,
therefore, a case of the imagery and not the model herself that create the
issues, as well as the cultural presentation of women in advertising. Moretz
herself, despite being legally an adult, has an undeniably young appearance,
and her acting roles as a child have cemented her as a youthful star. So the
question stands that, if Moretz were made up, dressed or framed in a certain
way, would she too be a part of a banned ad scandal? The need to understand
the banning of these adverts is indicative of culture and the cultural norms we
accept and don’t accept in advertising. As well as this, the application of these
banned adverts to Moretz’s own campaigns and multimedia appearances sets a
precedent to be explored about why and how her presentation is considered
acceptable by agencies such as the ASA, where these examples are not.

If these adverts merely mirror cultural ideals and desires as they already exist in
the world they inhabit, a key question to understand why young women and girls
are presented in such a way stems from greater societal issues. Advertising
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cannot be divorced from culture because ‘advertising in women’s magazines
plays an influential role in formulating, maintaining and altering how readers
understand the construction of socially acceptable gender norms’ (Carter and
Steiner, 2004: 125). Advertising, and more broadly, cross media cultures dictate
and address how consumers should be living their lives; if an advert is banned
for sexualising a young woman it shows that advertisers see little issue with
creating these images. However, in wider culture the banning of this advert was
not so readily accepted, with some audiences considering the ASA ruling as
‘one adult woman's image unfairly policed and censored’ (Tsjeng, 2016). These
banned adverts and the controversy surrounding them show us the difficulty in
not only moderating these images, but in deciphering what is inappropriate
about them without policing women's bodies as sexual objects.

Young Girls and The Barbie Body

Gigi Durham’s ‘Barbie Body’, is an amalgamation of sellable traits glorified in
today's media that Durham suggests includes ‘young, thin, blonde, long hair,
long legs’ (Durham, 2010: Ch.3). Barbie herself and these traits could be seen to
represent a fetishistic image of womanhood presented to young children. Pieced
into component parts, they are a clear manifestation of overt, traditional
femininity. With a narrow waist, curvaceous breasts and hips, long flowing hair
and impeccable fashion and makeup tastes: these traits that are marketed from
childhood. When discussing the Barbie Body in culture, or the sensationalised
image of womanhood seen in films, magazine covers and advertising, it is
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difficult to divorce her from the multibillion dollar company that designs, dresses
and shapes her skills, personality and body.

Durham continues in her linking of traditional beauty standards and the
companies that promote them. Similar to Lombardo, she notes that ‘multiple
industries depend on girls yearning for the Barbie body: the fashion, diet,
exercise, cosmetic and plastic surgery industries all generate multibillion-dollar
annual products. These are the very industries that advertise in the media that
promote this ideal body' (Durham, 2010: Ch.3). If it is to be understood that
every media outlet links their version of ‘fantasy', we can also understand that
beauty standards exist as they do today because of the financial industry that
surrounds them. While Durham’s focus is on advertising it is impossible to ignore
the implications of the Barbie Body and the process behind it because ‘the
media and the fashion and beauty industries work hand in glove, driven by a
common profit motive. The relationship is symbiotic; if one of these components
were to fail, it would have a negative impact on all the others.' (Durham, 2010:
Ch.3). Durham, however, is not only focused on the sexualisation of women but
on the current standard of ‘female sexuality that is youthful… Numerous clothing
ads feature grown women dressed as little girls, sucking on lollipops, with tiny
barrettes or bows in their hair, kneeling, crouching or lying flat in positions of
utter helpless or subordination’ (Durham, 2010, Ch. 4). The image that
advertising presents of young, sexual and passive young women is a woman
that cannot create anxiety in an audience. According to the application of
theories of psychoanalysis and childism, adult men and women are given
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desired power and control of an adult and sexualised women who is dressed
and posed as a child.

Methodology

To analyse and discuss the presentation of Chloe Grace Moretz I intend to use
three texts from across her media presence. These will include detailed study of
Carrie, her Nylon cover shoot and print interview, and the Universal Audiences
theatrical trailer for Bad Neighbours 2: Sorority Rising. As she is a former child
star and has been in the public eye since 2001, appearing first on television
series ‘The Guardian’ at the age of four, I intend to take case studies from
various points in her career. My first case study will focus on the film Carrie
released when Moretz was 16 years old, analysing several frames and narrative
plots to determine how she and the themes of age and sexuality were shown
here.

My secondary case study will be based in print advertising, examining Moretz’s
2015 Cover photos for Nylon Magazine. In 2015 she was eighteen and therefore
legally an adult. These advertisements are not legally exploitative due to this,
but the accompanying interview, the response and discourse surrounding it
show a clear divide between her legal age and perceived adulthood and notions
of her youth, naivety and image.

My third study will focus on the theatrical trailer for ‘Bad Neighbours 2’ in 2016,
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and how she was presented here at age 19 and used to promote the film. The
film is an adult comedy that features sexual elements and references throughout
both regarding and not involving Moretz. I have chosen these media
appearances because of the standard they set, not only as individual texts but
with every study advertising Moretz herself. Nylon advertises her as an actress,
as a brand, and as a film star, Carrie showcases her skills in the field that has
driven her into the public eye, and the trailer for Bad Neighbours 2 illustrates her
adult roles and her role in marketing film. The way she is presented in these
multiple media appearances is viable for analysis because in each instance
Moretz is marketing herself and her skills; making each appearance a symbolic
advertisement for her public persona and career.

Chloe Grace Moretz was chosen as my key case study because of the longevity
of her career, the number of roles and appearances she has made across
media, her personal ethics regarding the sexualisation of women and her status
as a child actor that has recently turned nineteen. Alongside these three textual
analyses, I intend to examine the discourse surrounding these appearances as
they appear in popular news and gossip publications and on social media. The
reactions to these case studies are imperative to the understanding of where
she is perceived to be presented acceptably and unacceptably in culture and by
a wider public. As well as this Moretz has expressed her own views as a feminist
on multiple occasions and publicly announces her efforts at ‘“making genderequalizing movies”’ (Moretz cited in Field, 2016), and has famously turned down
sexualised roles.
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‘Chloe Grace Moretz is all grown up on the cover of Nylon’

In the January 2016, Chloe Grace Moretz posed on the cover of ‘Nylon', a
fashion, culture celebrity, and music cross-media publication at the age of
eighteen. Nylon has an established brand of ‘cool’ with a ‘focus on fashion on
music’ with a ‘rebellious spirit’ (Indvk, 2014). It is known to regularly feature
cover models that do not fit into the regular Elle or Vogue image of beauty, with
a 2001 issue described as ‘ground-breaking’ for the inclusion of an overweight
model in one story. Nylon’s wide readership ‘with a median age of 25…
NYLON’s readers are almost ten years younger than the median age at larger
titles in NYLON’s competitive set such as Glamour, Marie Claire and other titles
in the category’ and is aimed at a female, millennial audience. This audience is
‘80% single and has an average income of $68,000, which translates into
readers without issues such as mortgages or children, allowing them to use their
discretionary income on themselves’ (Magazine.org). Moretz’s appearance in
this publication is, therefore on brand as it suits her own age, gender and
education range, as well as her public interests in music, fashion and similar
‘rebellious spirit’.

In this interview Moretz discusses her own projects ‘The fifth wave’ and ‘Bad
neighbours 2: sorority rising’ alongside a photographic library (appendix 2 - 4). In
her interview she discusses her family life, political views, and advertising that
promotes the perfect or Barbie body that she does not fit into. She discusses the
damaging nature of advertising and the anxiety it creates in a viewing audience
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in her interview, stating that ‘“when I was younger, I’d look at ads that promoted
a certain body type, and I’d always feel inadequate. I’m five-foot-five and broadshouldered with a short waist—I’m never going to have that Sports Illustrated
Swimsuit Issue look” (Moretz cited in Adams Martinez, 2005). The similarity
between her words here and Lombardo’s assertion that advertisers exploit an
audience's feelings of discontent or lack of self-confidence in their own lives is
obvious. She is here denying her relation to Durham's ‘Barbie Body', as well as
critiquing the morality surrounding it. However, the fact that ‘as a culture women
are brought up to just be fundamentally insecure’ (Lisa Ling, Miss
Representation) is as much a part of culture as it is of media. This connects
pertinently with Nylon’s target audience who are of an age, mind set and gender
with her and who, according to Lombardo, will feel the same anxieties
surrounding the Barbie Body as her. Moretz shows an awareness of her efforts
not to fit into a sexualised role, but it is difficult to ignore those aspects of this
cover shoot that do entirely fit with Durham’s understanding of the perfected
body used in situations like this. The cover she appears on (Appendix 1)
pictures her near naked and recreating Durham's own analysis of pose
‘kneeling, crouching or lying flat in positions of utter helpless or subordination'
(Durham, 2010: Ch. 4).

In the article, multiple other photos were styled and printed in this publication
alongside this cover photo, most are mid shots showcasing clothing and a closeup of her face (Appendix 2 - 4). These photos are considerably more fashion
based, with emphasis put on clothing and accessories, all of which are priced
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and branded alongside the images, which is conventional in fashion
publications. It is here that the symbiotic relationship Durham mentions can be
seen, with Moretz as a featured model wearing high brand names like Burberry
she is featuring these brands in an article about her style and personality; linking
the two. Content like this shows the ways in which branding and stars work in
tandem to create their image through their cross-media appearances: here it is
done with the branding and style of Moretz’s clothing.

However, on the cover and therefore the most viewed image of Moretz on this
cover, she is not her wearing these branded labels. Instead she wears a nude
bodysuit, a considerably plain coat, mussed hair and a pout. Nudity across
media and art carries multiple connotations both sexual and non-sexual, from
purity and innocence to sex, and nudity can be analysed in different ways by
different critiques. For this reason, I cannot determine in this dissertation
whether the image is exploitative or empowering, but the society surrounding the
choice to take this photo in this way and circulate it in society can be analysed.
Moretz’s nudity ‘is not inherently sexist but it is the conditions of its production
and interpretation in relation to various cultural discourses that determine
whether it will be regarded as such or not’ (Sandikci, 1998) in this dissertation.

Multiple times in the article the reader is reminded that Moretz is a young actress
and, at the time of publication, was only eighteen. With multiple references to
her youth, Adams Martinez describes her as ‘“not a girl, not yet a woman”’
(Adams Martinez, 2005). This is a mixed message when considering her nudity
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and suggestive posing on the cover, but can be better understood when
regarding her role as a child actor. Durham discusses the ‘girls gone wild’ effect
in culture in which preteen idols like Hilary Duff (and Britany Spears before her)
“get repackaged into an adult form of girl, almost always soft porn”’ (Lamb and
Brown cited in Durham, 2010: Ch. 2). Here we could assume that considering
her age at the time, this is a similar situation meant to explore a more adult
image of Moretz. The assertion of an ‘adult form of girlhood’ as the next step for
young female actresses develops multiple issues when regarding culture and
audience. Sexuality or female nudity is not inherently sexist, and the
‘categorization of sexual suggestiveness and physical beauty as indicative of
sexism, rests on... the notion that beauty and sexual attractiveness are the tools
for male domination and female oppression’ (Sandikci, 1998). Despite this, in
the featured image it is difficult to ignore that Moretz exemplifies ‘the ideals of
femininity in soft porn - a kittenish innocence coupled with exhibitionism’
(Durham, 2010, Ch. 2) with her wide eyes, vulnerable pose, and young age and
looks that make the cover photo exemplify passive womanhood.

With the Nylon covers release dated at nine months after Moretz turned
eighteen her age is not only mentioned, it is sensationalised in this article and in
others regarding it. With one article referring to her Nylon cover with the
headline ‘Chloe Grace Moretz is all grown up on the cover of Nylon’ (Ledbetter,
2015) and Bustle headlining with ‘Chloe Grace Moretz Covers 'NYLON' In A
Velvet Jacket & Not Much Else’ (Nguyen, 2015). The focus is clearly on her
nudity and her age above all other topics in the article. Following this headline,
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Bustle has the same focus on age and sexuality: further cementing that she
cannot be divorced from her childhood stardom in wider media. Her cover is
described as ‘proof of her progression, it shows Moretz like never before. This
time around, Moretz talks seduction with exposed skin and smouldering eyes.
It's heart-stopping and alluring’ (Nguyen, 2015). The focus in both articles is the
sudden ‘progression’ or ‘growing up’ viewable in her image in Nylon. And what is
the main change in her image past to present? Her nudity, and her legal right to
be pictured nude that previously would have resulted in inappropriate imagery
and probable banning of this cover.

This could be a result of psychoanalytic desires to see Moretz and the audience
surrounding her, now in an adult, powerful and independent role reminded of her
age, gender and sexuality before her personality or views. It could be argued
here that the image here of Moretz and the discourse surrounding it exists to
‘completely disavow castration by the substitution of a fetish so that it becomes
reassuring rather than dangerous’ (Mulvey, 1975: 13). With voyeuristic and
fetishistic references, these articles ‘build up the physical beauty of the object
[woman], turning it into something satisfying’ (Mulvey, 1975: 14) before any
mention of her political ideals, movie appearances, and personality. Her
‘exposed skin and smouldering eyes' implicitly fetishizes her because ‘baring the
female body publicly defines sexuality in contemporary media’ (Durham, 2010,
Ch. 2). This could be disregarded, if not for the discourse surrounding her
photographs that implicitly draw attention to her sexual appeal and looks,
whether this was Moretz’s desire or not.
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‘Carrie: Mysterious and Monstrous Womanhood and the Demonization of
Sexuality

Chloe Grace Moretz’s casting in the 2013 remake of classic horror film Carrie
came soon after her rise to fame in Kick Ass (2010), a film popular with the
younger audience Carrie was trying to attract with its remake. Horror exists with
a commonly female dominated audience, with horror film ‘the Conjuring’ in the
same year attracting an audience ‘composed of 53% women; The Purge had an
audience of 56% women. Mama was 61% women. Even the Texas Chainsaw
Massacre remake showed to an audience that was less than half men’
(Berlatsky, 2016). This female audience is generally regarded to exist
surrounding horror because ‘horror, more than any other film genre, deals
openly with questions of... femininity, female sexuality, and the female body’
(Stamp cited in Berlatsky, 2016) in a way commonly unseen in a patriarchal film
culture.

High female audiences of horror are somewhat the reason Carrie has inspired
much debate between feminist scholars, but it is the transitionary, coming of age
themes in the film that made both the novel and films applicable to
conversations about sexualisation, sex, and youth. King himself wrote Carrie as
a result of women’s liberation in 1973, describing his work as ‘largely about how
women find their own channels of power, but also what men fear about women
and women’s sexuality’ (King cited in Derr, 2013). It is this sexuality and power
focus that makes Carrie relatable to theorisation regarding youth and sexuality.
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Carrie is as much a coming of age story as a horror: the film charts the titular
Carrie’s (Moretz) path from sheltered child to powerful woman and to her death.
Her ‘female power’ is the reason she can escape her mother, or the symbolic
cage keeping her from doing so. In Carrie we know that her menstruation or
perceived adulthood is what gives her the strength to escape her abusive
mother that will not acknowledge her desires, needs or her burgeoning
womanhood as it relates to independence, romance and sexuality. This merits
the application of psychoanalytic theory, with Moore playing the maternal figure
imagined as the monstrous-feminine as ‘by refusing to relinquish her hold on her
child, she prevents it from taking up its proper place’ (Creed, 1986: 72) outside
the passivity of childhood.

Carrie gives three examples of the fear, shame and lack of education regarding
womanhood. The first is the bloody, graphic home birth of the titular character
Carrie White to Margaret White (Julianne Moore). Moore is unaware of her
pregnancy, assuming she has cancer and attempts to kill her newborn child with
scissors (appendix 5). The second is the infamous shower scene in which
Moretz menstruates unknowingly for the first time, to mass public ridicule
causing the first of her latent psychic powers to manifest and her further trauma
and ostracisation from school to begin (appendix 7). The third is less graphic, at
the end of the film where Carrie tells Sue Snell (Gabriella Wilde) that she is
pregnant with a daughter, repeating “You didn’t know?” before her death,
directly mirroring the phrase spoken to her several times in reference to Moretz’s
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menstruation.

The three scenes share one key aspect: knowledge regarding female bodies is
kept from women, kept secret or guarded. However, these truths ‘that tend to
objectify and conceal the truth behind the female sexual body to disempower’
(Sabin, 2016) are not held by men seeking to sexualise young women or control
them, but by older women such as the more mature girls in Carrie’s class, her
mother and her gym teacher. This is a phenomenon Herriot and Hiseler refer to
as sexual shame, the notion that women are girls are ‘socialised during
childhood to be ashamed of their bodies and sexuality… and be given
inaccurate information about their reproductive systems’ (Herriot and Hiseler,
2015: 292). In Carrie her antagonists are predominantly active women with
Margaret White and Chris Hargensen (Portia Doubleday), igniting ideas
regarding the fear of the monstrous feminine.

The monstrous feminine is based in Freudian castration anxiety, regarding
woman as not only different or passive but as horrifying in their differences and
eliciting ‘the terrifying shock of threatened castration at the sight of the female
genitals' (Freud cited in Creed, 1986: 44). Throughout the film womanhood and
female sexuality is imagined as horrifying to a male audience that fears
castration and to Moore who treats is as a sin. The monstrous feminine
develops womanhood as powerful, yes, but also as something to be feared and
misunderstood and Carrie as a whole is “a particularly interesting representation
of woman as witch and menstrual monster” (Berlatsky, 2016). However, Carrie

30

charts the story of a girl coming into her own power as a woman both
metaphorically and in terms of her very real powers. However, it is not only the
monstrous feminine of the physical body that elicits anxiety, but the story
elements alongside it and ‘the fear of (metaphorical) castration prompted by
changing gender roles’ (Derr, 2013) as seen in Carrie with a main protagonist
being so explicitly female and feminine. the film is a story of society as much as
it is physical horror, charting the rise and fall of a young woman with little agency
or power finding her own abilities. Despite this ‘no matter how powerful we
[women] become, social forces are still so aligned against us that fighting back
might destroy not just the patriarchy but ourselves’ (Derr, 2013). It is for this
reason that Carrie exemplifies a necessary case study in debates surrounding
age and sexualisation in cross media. Carrie must, however, be analysed
differently to other case studies found in this dissertation because Moretz is not
representing herself as a young actress in the same way as her appearance in
Nylon, and we must determine the cultural significance of youth and sexuality
developed by the films themes, scripting and imagery.

Moore’s refusal to educate Moretz in womanhood is similar in some ways to the
infantilizing of her image in society as she grows older, unable to let go of her
child star image. Throughout the film, Moore refers to Moretz as ‘Little Girl’,
infantilizing her until Moore’s powers are revealed at which point she becomes is
no longer a ‘little girl’ but a ‘witch’ a ‘sinner’ and ’the devil’. Here the idea of the
‘asexual child’ Herriot and Hiseler describe could be attributed, in which the
adult maternal figure focuses on the perceived threats to her fantasies of
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Carrie’s constructed sexual innocence (Herriot and Hiseler, 2015: 290).

These themes also mirror the Freudian Madonna - Whore dichotomy, in which
women are seen and desired by men as saintly and pure or degraded
prostitutes. Freud is said to have developed this theory ‘not on oedipal-based
castration anxiety but on man's primary hatred of women, stimulated by the
child’s sense that he had been made to experience intolerable frustration and/or
narcissistic injury at the hands of his mother' (Tuch cited in World Heritage
Encyclopaedia). The dichotomy itself that we see in Moretz's portrayal of Carrie
is clear not only in how she is treated before and after her powers, maturity and
sexuality arise in the shower scene. Moretz’s is pictured in stark contrast to the
other women and girls featured in the film - in her shower scene she is filmed
hunched over, making herself small and with an expression of fear or anxiety
(Appendix 6). This expression is remarkably like her Nylon cover shoot
(Appendix 1), where she exemplifies innocence and fragility. In this scene, it is
Carrie’s fear and efforts to not be seen that establish her youth, modesty and
her discomfort with her body, anxieties multiple other women in the same scene
do not also express.

Moore’s Margaret White exemplifies a requisite hatred of exposed femininity and
sexuality. She refers to Carrie’s pink prom dress as exposing her ‘dirty pillows’
regarding her chest, shaming her for deviating from modest attire, disciplining
her for sharing the school showers with other women and having ‘lustful
thoughts’. While we as the audience understand that Moore is a fanatic, the
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same debased view of menstruation/maturity is repeated throughout the film
with ‘the use of blood that serves to remind us of… the shame that society
associates with menstruation and, ultimately, female sexual maturation’ (Sabin,
2016). It is not the religious fanatic alone that debases Carrie’s femininity, it is
her peers in school that degrade her, and with the administration who is
embarrassed and uncomfortable to be discussing menstruation. This further
cements the societal norm of the viewing audience's reaction to feminine biology
as afraid and discomforted, marking womanhood as something to be feared.

Sex and maturity in Carrie is demonised by Moore with religious messages and
threats: ‘the first sin was the sin of intercourse’ and ‘after the blood the boys
come. Like sniffing dogs, grinning and slobbering, trying to find out where that
smell is’. These threats come after Moore asks Moretz ‘so you’re a woman
now?’ and responds violently to her acceptance of womanhood. She continues
to treat her as a child because ‘children should not leave adulthood before it is
deemed age appropriate for them to do so, then the child becomes simply an
object of adult control rather than a subject of his or her own agency’ (O’Conner,
2012). Throughout Moretz strains to fight against the constructed order with her
mother, vying for her own power and independence as an adult outside Moore.

But how is Carrie’s remake different from the classic 1976 horror of the same
name? The remake has one key difference that has impacted its conception Moretz’s age. In Sissy Spacek’s Carrie (1976) the lead actress played the
teenage protagonist when she was twenty-six years old, opposing Moretz
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playing the sixteen-year-old character when she was the same age. For this
reason, the relative differences in her presentation could be based upon the
retelling that aims to modernise the story, or on the inability to sexualise Moretz
as a sixteen-year old - unlike the adult Spacek. The film's director Kimberly
Pierce has stated that there were efforts to remove the sexualisation apparent in
the original film, particularly ‘the original shower scene, in which many of the
girls are naked and the long, slow shots of Carrie’s body are rather pornified’
(Derr, 2013).

The second key difference from the 1976 horror is that this modern remake of
Carrie was directed by a female director. This disavows phallocentric gaze,
allowing the themes of femininity, sexuality and maturation to be dealt with
differently the 1976 film. The original was shot ‘from a masculine perspective,
due to the gender of the director and most of the film crew, as well as the
cultural climate at the time’ (Sabin, 2016). Knowing that the film is therefore
conceived by male creators for a male audience we can understand the
voyeuristic structures of looking that appear in the original and are absent from
the remake. While this may have multiple explanations based in culture and
because of the sex of the directors in each film, ‘the link between Carrie’s
powers and her sexuality was downplayed’ (Sabin, 2016) in the original. We can
see culturally that women and sex can be more closely linked in present day to
create powerful women and representations, regardless of male influences or
anxieties, potentially because a woman is allowed creative control in this
version, allowing Moretz to be more powerful, and more ingrained in

34

womanhood and female sexuality.

‘The Sexy Girl, The Ladette and Aging Adult Women Down in Bad
Neighbours 2’

Moretz’s inclusion into this sequel to the 2010, male dominated comedy could
easily be interpreted as an attempt to draw younger, female audiences to the
film’s sequel. The 2016 comedy Bad neighbours 2: sorority rising featured the
nineteen-year-old Moretz taking a lead role in this adult comedy written and
directed by an entirely male crew of Andrew J. Cohen, Brendan O’Brien,
Nicholas Stoller, Seth Rogen, and Evan Goldberg. The all-male writing cast has
been criticised due to the attempts in the film to portray women accurately and
humorously. In response to the idea that ‘when films featured a woman director
or writer, the number of female characters on-screen increased significantly’
(Smith et al, 2014) two female comedians (Amanda Lund and Maria Blasucci)
were hired as onset writers. The film itself has been the subject to discussion on
social media and in news to determine just how feminist and progressive the film
may be, with one writer headlining with ‘A Seth Rogen Movie Is Somehow the
Wokest, Most Feminist Movie of the Year So Far’ (Abriss, 2016), while also
citing that the film fails to even pass the Bechdel test (Abriss, 2016), and exists
largely through the male gaze due to the increased screen time given to the
male cast. In this dissertation, however, I intend to discuss not the film itself, but
one trailer marketing it. This is to determine the presentation of Chloe Grace
Moretz in marketing materials, with some contextual comparison taken from the
film as a whole. However, what must first be understood is that in this film genre
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the expectations and ideals of womanhood are altered heavily from other genres
of film, with the lead female cast members not performing to glamourous or
stereotypical representations of womanhood.

The official video trailer released in January 2016 on Universal pictures
YouTube Channel is censored and edited down to a standard acceptable for
wider audiences, and holds the ‘appropriate for all audiences’ rating, though the
film itself is rated 15, excluding content, situations that are considered less PG
for a complete audience. This trailer is immediately focused on the women in the
film - just not the stars of the movie. With the first 13 seconds of a 2 minute 32
trailer being taken up by Selena Gomez and her ultra-feminine sorority Phi
Lambda, picturing young women in white dresses, bikinis and flowers with the
colour pink featuring heavily (Appendix 9). Gomez and Phi lambda exemplify the
‘female icons and celebrities that are often depicted performing femininity in a
“hyper,” excessively “porniﬁed” manner’ (Shields Dobson, 2014: 255). These first
13 seconds show us the antithesis of Chloe Grace Moretz’s Shelby and her
physical, emotional and lifestyle differences from this feminised world. This is
also apparent in Carrie, in scenes like the showers where Moretz remains
covered and relatively un-sexualised, but the women surrounding her are
pictured in underwear and bikinis (Appendix 10). The women displayed in this
film could be considered as existing for a male gaze as ‘even when girls are
allowed to be empowered (often sexually) there are other girls present to
provide the most mundane male fantasy tropes’ (Hentges, 2006: 12). Moretz, in
response to the feminine, voyeuristic imagery of womanhood is immediately
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dressed more traditionally androgynously and taking drugs (which multiple main
characters do without vilification). She immediately opposes the ultra-feminine
aspects of the sorority, with her first line “your parties must suck” evidencing that
she does not fit in with the expressed sexual identity and femininity of Phi
Lambda's.

While in Carrie Moretz may not conform to traditional masculine traits but rather
an asexuality associated with childhood, in both Neighbours and Carrie the
traditional roles and presentation of womanhood is given to Gomez and the
sorority she represents, or to her classmates Wilde and Doubleday. Moretz and
her co-stars make their own independent and ‘feminist’ counter, or “the first
sorority that can party” as a direct rebellion to traditional and acceptable
conventions of femininity. This counter comes as a social response to modern
understandings of womanhood, and showcases the ‘laddish’ woman in current
culture. The ‘ladette’ represents certain aspects of ‘“masculinity,” namely sexual
hedonism and social, drinking-centred hedonism’ (Shields Dobson, 2014: 253)
and is much a response to the changing roles of women in film as Carrie is to
notions of power and maturity. Women on screen and in culture portrayed in this
way ‘is a result of women’s increasing equality in society’ and could be argued to
have resulted in women's ‘behaviours and traits converging with those of men”
(Brown and Redden cited in Shields Dobson, 2014: 254). Ladette cultured Delta
Nu and the women leading it do not respond to traditional versions of femininity
as outlined by Amy Shields Dobson’s ‘sexy girl’, but rather this relates to the Phi
Lambdas femininity and sexuality which is ‘increasingly defined around notions
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of (hyper, hetero-normative) “sexiness”’ (Shields Dobson, 2014: 253).

During the trailer, Rogan presents traditional and acceptable presentations of
womanhood, asserting that “girls are usually quiet, they don’t really take hard
drugs, and they’re much smarter”. these assumptions are intercut with scenes of
the Gomez in a bikini studying, Feldstein using drugs, and Feldstein being
thrown through a car window under the influence of painkillers. The expectations
surrounding these young women are applied by a male mouthpiece (Rogan) to
the viewing audience, and from it we understand continually that Gomez pictured in a voyeuristic bikini shot whilst studying - is the only one of these
women to fit into Rogan’s description of acceptable womanhood and who also
meets the expectations and fetishistic desires of a male viewing audience. From
this we can understand that Durham’s notions of the glorified Barbie Body do
exist in this film - with the sexualised and ultra-feminine, passive sorority Phi
Lambda designed to allow the main women of the film ‘to distance themselves
from more traditional modes of “femininity” (Harris cited in Shields Dobson,
2014: 258) and, in this context - traditional, performative, female sexuality.
Similarly, in Carrie is the linking of her physical maturity and performative
femininity when Carrie is told by her gym teacher (Judy Greer) to ‘‘wear a little
makeup, pinch your cheeks… curl your hair, stand up straight’ that was not
offered before her ‘adultification’. This theme connects to the female viewing
audience ‘who identifies with a female character (Gomez and the Phi Lambdas)
must adopt a passive or masochistic position, while identification with the active
hero (or the masculinised Moretz) necessarily entails an acceptance of what

38

Laura Mulvey refers to as the ‘masculinisation’ of spectatorship’ (Schaltz, 2004:
102).

However, at the peak of both Carrie and Neighbours 2 and present in trailer are
two key similarities: Moretz pictured, for the first time in both films - dressed in a
pink dress and performing to this popular image of femininity. In both, these
dresses are referred to as sexual, with Moore claiming it shows off too much of
her chest. In Neighbours 2 the message is more clear - Moretz purposefully
dressed to attract the male gaze to exploit it and performing to Shields Dobson’s
description of ‘sexy girl’ sexuality. In Carrie, this pink dress is a symbolic
representation of womanhood and worn at Carrie’s prom, one she makes herself
and rebels against her mother to wear. In Neighbours this pink dress is a symbol
of her downfall, her foray into the traditional womanhood of the Phi Lambdas,
and is vilified and punished in the trailer and in the film’s climax. These two
displays show the difference between the horror and comedy genres and the
time periods of the materials, and it can easily be argued that in Carrie
traditional womanhood - her period and her pink dress - is powerful and allows
Carrie her own personhood and freedom. This is not the case in Bad
Neighbours 2, with Zac Efron remarking ‘they’ve become everything they’ve
hated’ regarding their style change. Notable about Moretz’s wardrobe here is
that is modern and revealing and is designed explicitly to sexualise her. In both
this trailer Moretz is punished for performing to traditional femininity comedically
with a pratfall and in the film with the near-downfall of her and her sorority. In
Carrie this is done with a bucket of pig's blood. Both instances show the
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voyeuristic urge to ‘ascertain guilt (immediately associated with castration),
assert control, and then subject the guilty person to either punishment or
forgiveness’ (Mulvey, 1975: 21) once they have become sexualised and
feminine versions of their former laddish or asexual characters.

The trailer also features Moretz and her cast mates dressed in bikinis performing
to a pornified and suggestive car wash (appendix 12 -14) while she forcefully
undresses Rogan (who is fifteen years her senior). The perceived passivity of
womanhood is continually disavowed in the trailer, but is here described by
Rogan as “using their sexuality as a weapon”, while Moretz’s actual aggressive
acts of kicking, swearing and drug use are never referred to. But in the film she
uses the same technique again - dressing in revealing clothes to make money
from men. In the film and the trailer, we can see the way her sexuality has been
weaponised, and the way she uses it to her advantage as a young and attractive
actress. Again, this is interpretable and I can’t answer if this is sexually
exploitative of Moretz or the other women in the cast, but these choices can be
analysed. The fact that these two displays of her sexuality are both performative
and weaponised suggests that (particularly young) ‘female sexuality is a
difference that is grounded in monstrousness that evokes male castration
anxiety’ (Creed, 1986: 44) and is demonised or degraded accordingly. If the
trailer is indicative of the culture and producers surrounding the film, then it is
that the Delta Nu’s displays of sexuality are unacceptable here because they are
controlled by active women as a technique to elicit anxiety from their older male
neighbours. But opposing this the sexualised imagery of other women - non-
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speaking, faceless or passive ‘sexy girls’ is acceptable and even applauded
(appendix 14).

During the film’s release Gomez was aged 24 compared to Moretz’s 19, and her
supporting sorority sisters Clemons and Feldstein were both 23 in 2016, despite
playing 18-year-old characters. The same age discrepancies can be seen in
Carrie with her peers Sue Snell (Gabrielle Wilde) aged 24, Chris Hargensen
(Portia Doubleday) at age 25 and her date Tommy Ross (Ansel Elgort) who was
19 in 2013 when compared to Moretz’s age at the time of 16. In both films she is
surrounded by adult women playing teenagers. These casting decisions magnify
the duality between psychoanalytic desires - the desire for youth and passivity to
combat castration anxiety, while still meeting the fetishistic desires of an
audience. For this reason, Gomez and the supporting cast is ‘aged down’ to fit in
with the younger, college age they are playing. In both instances Moretz is the
only young actress to play - relatively - her own age, while her supporting casts
in both films remains in their mid-twenties. In both films these supporting women
are shown in sexual situations and relative nudity, and all are overtly sexually
open in discussion while Moretz is not pictured in this way.

Moretz’s own assertions that she does not wish to play overtly sexualised or
passive roles are publicly known, stating that “a lot of young female characters
that I turn down are a typical female plot device or a sexualized, boobs out, ass
up [figure], and that’s all they need” (Moretz cited in Rosen, 2014). It could be
suggested that the sexualisation of the supporting cast surrounding her across
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these two films come as a direct response to the inability or her refusal to be
pictured in such a way. Her supporting cast serves as a sexualised counter to
establish her relative purity or innocence by comparison, or by fetishizing
women’s bodies using “‘lingering close-ups’ of their curvy figures and tight
clothes, all ‘made to order for the male gaze’” (Ross cited in Dutt, 2013: 5).

Conclusion

Moretz’s roles show the potential for more progressive womens film roles, but it
is difficult to deny that her projects still include sexualised roles and stereotypes
for other women in film. Moretz’s supporting cast of older, sexualised women in
both Carrie and Bad Neighbours 2 is a result of the necessary catering to
phallocentric desires in a viewing audience, but it also shows some positive
motion in the avoidance of sexualising younger and young girls. What is
negative about these presentations is the dichotomy drawn between sexual,
feminine women and Moretz as the other, ‘laddish girl’ that does not participate
in the same world as these women. This links heavily to themes of sexual
difference, and the refusal of male audiences to respond or connect with
feminised ‘sexy girls’ while still requiring them as fetishized objects to soothe
psychoanalytic anxieties. It is the lack of sexual expression and traditional
femininity in these films that makes Moretz an acceptable solution to these
issues, with the feminised other women present, serving as the alternative
option for the male gaze and fetishistic scopophilia, as opposed to sexualising
the younger Moretz.

42

Carrie’s presentation of adulthood and sexuality as powerful, but also as
Moretz’s downfall shows a modern response to feminist film criticism, as King
had desired. While this film shows an update of the original film, and a more
realistic and less fetishized image of womanhood it still displays sexual women,
specifically Doubleday, as villainous, sexual characters. However, Moore, who is
abstinent and potentially even sex repulsed is just as villainous - showing that
Carrie’s view of sexual women is heavily varied.

Despite figures showing that ‘girls and women are twice as likely as boys and
men to be shown in sexually revealing clothing, partially or fully naked, thin, and
five times as likely to be referenced as attractive’ (Molloy, 2014) Bad Neighbours
2 breaks this convention. Zac Efron is more often shown in more sexually
revealing clothing and situations than Moretz, and his looks are remarked upon
far more often. It could be interpreted that in the ‘feminist’ sequel Efron takes on
the typical role of sexual objectification. This likely links with audience, with
Efron’s female and LGBT fan base attracting higher rates of both male and
female audiences to Rogan’s commonly heterosexual, male audience. This
shows that the future of film may take into account wider audiences rather than
creating strictly phallocentric fantasies that provide little for a non-heterosexual,
non-white and non-male audience.

Using the theories presented above Moretz’s nude cover shoot can be
understood as problematic for the bare, passive and even frightened sexuality
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Durham describes. Despite this due to the female audience of Nylon and the
accompanying article, Moretz shows awareness and even rebellion against
traditional and acceptable sexual standards, and presents an open expression
of femininity and sexuality unseen in her filmic work. Again, I cannot determine
the influence of Moretz in these choices, or is work of this type is exploitative of
a young actress or a celebration of female sexuality in a public sphere.
However, Moretz exemplifies a necessary case study in ‘the complex status of
the complex status of the child in contemporary society who is being defined as
different in all ways from the adult whilst persistently being commodified,
sexualised and thus adultified in media’ (O’Conner, 2012), whether these
images are exploitative or not.

Future research on this topic would encompass further case studies surrounding
Moretz, particularly her notable role at age 13 in Kickass (2010). The film
inspired much debate over her sexualisation and further adultification
surrounding violence, cursing and costuming in media publications worldwide.
How Moretz as a star is spoken about on social media would also be of great
interest as she notably speaks out on these platforms to discuss sexualisation in
media and in her own life, and her notable twitter feud with Kim Kardashian
surrounding a nude photo Kardashian posted and Moretz ultimately shamed
with the phrase ‘we have so much more to offer than just our bodies", (Moretz,
2016).
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