
205

Notes

Introduction

 1 Kirk Cameron, with Lissa Halls Johnson, Still Growing: An Autobiography (Ven-
tura, CA: Regal, 2008), 137.

 2 Maria Cowell, “How Two and a Half Men Star Became a ‘Paid Hypocrite,’” 
Christianity Today, 27 Nov. 2012.

 3 Cameron, Still Growing, 16.
 4 David Eng, Jack [ Judith] Halberstam, and José Esteban Muñoz, “What’s Queer 

about Queer Studies Now?” Social Text 23.3– 4 (2005): 1– 17, 1. Among the numerous 
groundbreaking studies of queer theory see Judith Butler, “Critically Queer,” GLQ: A 
Journal of Lesbian and Gay Studies 1.2 (1993): 17– 32; Elizabeth Grosz, “Experimental 
Desire: Rethinking Queer Subjectivity,” Space, Time, and Perversion: Essays on the 
Politics of Bodies (New York: Routledge, 1995), 207– 27; and Sara Ahmed, “Queer 
Feelings,” The Cultural Politics of Emotion (New York: Routledge, 2004), 144– 67.

 5 Michel Foucault, The History of Sexuality: Volume 1, An Introduction, trans. Robert 
Hurley (1978; New York: Vintage, 1990), 105– 6.

 6 Alexander Doty, Making Things Perfectly Queer: Interpreting Mass Culture (Min-
neapolis: University of Minnesota Press, 1993), 3.

 7 In addition to Doty’s monograph, milestone studies in gay representations on 
television include Amy Villarejo, Ethereal Queer: Television, Historicity, Desire 
(Durham, NC: Duke University Press, 2014); Ron Becker, Gay TV and Straight 
America (New Brunswick, NJ: Rutgers University Press, 2006); James Keller 
and Leslie Stratyner, eds., The New Queer Aesthetic on Television: Essays on Recent 
Programming ( Jefferson, NC: McFarland, 2006); Larry Gross, Up from Invisibility: 
Lesbians, Gay Men, and the Media in America (New York: Columbia University 
Press, 2001); Steven Capsuto, Alternate Channels: The Uncensored Story of Gay and 
Lesbian Images on Radio and Television (New York: Ballantine, 2000); and Suzanna 
Danuta Walters, All the Rage: The Story of Gay Visibility in America (Chicago: 
University of Chicago Press, 2001).

 8 Lynne Joyrich, “Queer Television Studies: Currents, Flows, and (Main)streams,” 
Cinema Journal 53.2 (2014): 133– 39, 139. See also her “Epistemology of the Con-
sole,” Critical Inquiry 27.3 (2001): 439– 67.



206 • Notes to Pages 4–11

 9 Jason Mittell, Genre and Television: From Cop Shows to Cartoons in American 
Culture (New York: Routledge, 2004), 1. On genre as a “contractual” relationship 
between the creator and the audience of a given work, see Fredric Jameson, The 
Political Unconscious: Narrative as a Socially Symbolic Act (Ithaca, NY: Cornell 
University Press, 1981), esp. 106.

 10 Richard Butsch, “Five Decades and Three Hundred Sitcoms about Class and Gender,” 
Thinking Outside the Box: A Contemporary Television Genre Reader, ed. Gary Edger-
ton and Brian Rose (Lexington: University Press of Kentucky, 2005), 111– 35, 111.

 11 Paul Attallah, “The Unworthy Discourse: Situation Comedy in Television,” Critiqu-
ing the Sitcom: A Reader, ed. Joanne Morreale (Syracuse, NY: Syracuse University 
Press, 2003), 91– 115, 107.

 12 Lawrence Mintz, “Situation Comedy,” TV Genres: A Handbook and Reference 
Guide, ed. Brian Rose (Westport, CT: Greenwood, 1985), 107– 29, 107.

 13 Lynn Spigel, Make Room for TV: Television and the Family Ideal in Postwar America 
(Chicago: University of Chicago Press, 1992), 136.

 14 Horace Newcomb, TV: The Most Popular Art (Garden City, NY: Anchor, 1974), 
43. See also William Douglas, Television Families: Is Something Wrong in Suburbia? 
(Mahwah, NJ: Erlbaum, 2003), esp. 156– 70.

 15 To minimize documentation, sitcoms are cited parenthetically by episode title.
 16 David Marc, Comic Visions: Television Comedy and American Culture, 2nd ed. (Mal-

den, MA: Blackwell, 1997), 191.
 17 Lawrence Laurent, “Commercial Television: What Are Its Educational Possibilities 

and Limits?” Television’s Impact on American Culture, ed. William Elliott (East 
Lansing: Michigan State University Press, 1956), 125– 73, 154.

 18 Vance Packard, The Hidden Persuaders (New York: McKay, 1957), 158– 59. Packard 
quotes several advertising executives and experts in his study; in this instance his 
source is Clyde Miller, author of The Process of Persuasion.

 19 Thomas Johnson, “The Decline of Television’s Family Hour,” USA Today Magazine, 
Nov. 1996.

 20 United States Department of Health, Education, and Welfare, “Television and 
Growing Up: The Impact of Televised Violence: Report to the Surgeon General, 
United States Public Health Service from the Surgeon General’s Scientific Advisory 
Committee on Television and Social Behavior” (Rockville, MD: National Institute 
of Mental Health, 31 Dec. 1971), 127.

 21 Richard Blake, “The Censoring of TV’s Family Hour,” America, 11 Dec. 1976, 
415– 18, 416.

 22 Geoffrey Cowan, See No Evil: The Backstage Battle over Sex and Violence on 
Television (New York: Simon and Schuster, 1979), 19.

 23 “TV Producers: All in the Family Hour,” Broadcasting, 15 Sept. 1975, 29– 30, 30.
 24 For more on Ferguson’s decision, see Cowan, See No Evil, 230.
 25 David Hatch, “Lawmakers: Reinstate ‘Family Hour,’” Electronic Media 16.20 (1997): 1.
 26 L. Brent Bozell, “‘Family Hour’ Landscape Is Moral Wasteland,” Human Events 

54.18 (1998): 10.
 27 Quoted in Hatch, “Lawmakers: Reinstate ‘Family Hour,’” 1.
 28 “The TV Parental Guidelines,” tvguidelines .org.
 29 “Going into November Sweeps, Members of Congress Last Week Urge Six Broadcast 

Networks to Bring Back the Family Hour,” Broadcasting & Cable, 15 Nov. 1999, 113.
 30 Quoted in J. Max Robins, “The Robins Report: Feeling Frisky in Early Prime  

Time,” TV Guide, 9 Nov. 2002, 53– 54, 53 (italics in original).



Notes to Pages 11–22 • 207

 31 Quoted in Edward Wyatt, “NBC Tests Family Hour Boundaries,” New York Times, 
14 Apr. 2008.

 32 Quoted in Brian Steinberg, “Swearing during Family Hour? Who Gives a S#*! CBS 
Has Little Concern about How Its Hottest New Sitcom Will Be Received, Despite 
Airing on the Early Side,” Advertising Age, 31 May 2010, 2.

 33 Nellie Andreeva, “ABC Family to Be Renamed as Freeform,” Deadline: Hollywood, 
6 Oct. 2015, deadline .com.

 34 Emily Yahr, “Pretty Little Liars: When Will the Show Stop with Its Creepy Under-
age Relationships?” Washington Post, 10 Jun. 2014 (italics in original).

 35 Quoted in Ileane Rudolph and Mike Hammer, “The Family Hour: Imagine June 
Cleaver in a Bustier,” TV Guide, 31 Jul. 1996, 18– 21, 19.

 36 The speaker is Campbell Brown, as quoted in Valerie Strauss, “Campbell Brown 
Responds to Critics (Including Me),” Washington Post, 13 Aug. 2014. With this cry 
to protect the children, Brown argues against tenure and other job protections for 
public school teachers, eliding the central question of how an adult’s professional 
right to due process threatens what is “good for the child.”

 37 Colin Heywood, A History of Childhood: Children and Childhood in the West 
from Medieval to Modern Times (Malden, MA: Polity, 2001), 9. On the historical 
constructions of children and childhood, see also Philippe Ariès, Centuries of Child-
hood: A Social History of Family Life, trans. Robert Baldick (New York: Knopf, 
1962); and Steven Mintz, Huck’s Raft: A History of American Childhood (Cam-
bridge, MA: Belknap, 2004).

 38 Gary Cross, The Cute and the Cool: Wondrous Innocence and Modern American 
Children’s Culture (Oxford: Oxford University Press, 2004). For further discus-
sions of the cultural fantasy of children’s innocence, see Steve Bruhm and Natasha 
Hurley, eds., Curiouser: On the Queerness of Children (Minneapolis: University of 
Minnesota Press, 2004).

 39 David Buckingham, “Introduction: The Child and the Screen,” Small Screens: 
Television for Children, ed. David Buckingham (London: Leicester University Press, 
2002), 1– 14, 8.

 40 Quoted in Kirk Cameron, Still Growing, 140.
 41 On the McMartin case— truly a modern- day Salem Witch Trial— see Richard Beck, 

We Believe the Children: A Moral Panic in the 1980s (New York: PublicAffairs, 2015); 
and Paul and Shirley Eberle, The Abuse of Innocence: The McMartin Preschool Trial 
(Buffalo, NY: Prometheus, 1993).

 42 Frank Bank, with Gib Twyman, Call Me Lumpy: My “Leave It to Beaver” Days and 
Other Wild Hollywood Life (Lenexa, KS: Addax, 1997).

 43 Dustin Diamond, Behind the Bell (Montreal: Transit, 2009).
 44 Marie Winn, The Plug- In Drug: Television, Computers, and Family Life, rev. ed. 

(New York: Penguin, 2002), 298. For another consideration of these issues, see 
Edward Palmer, Television and America’s Children: A Crisis of Neglect (New York: 
Oxford University Press, 1988).

 45 Brian Simpson, Children and Television (New York: Continuum, 2004), 4.
 46 Mary Strom Larson, “Sibling Interaction in Situation Comedies over the Years,” 

Television and the American Family, ed. Jennings Bryant and Alison Bryant, 2nd ed. 
(Mahwah, NJ: Erlbaum, 2001), 163– 76, 175.

 47 I selected these six programs as particularly apt specimens both of their eras and  
of the sexual zeitgeist of their productions, but other programs could well illustrate 
these shifts. For example, I can envision an alternate version of this study with 



208 • Notes to Pages 22–27

chapters addressing The Donna Reed Show (1958– 63), The Partridge Family, Good 
Times (1974– 79), Home Improvement, Lizzie McGuire (2001– 4), and The Middle 
(2009– ). In many ways Leave It to Beaver, The Brady Bunch, The Cosby Show, 
Roseanne, Hannah Montana, and Modern Family reflect my personal history and 
interests as a television viewer— a disclaimer that, I hope, does not discount the 
insights shared herein, despite the stance of impervious aloofness too often assumed 
to be required for critical endeavors.

 48 Stephen Best and Sharon Marcus, “Surface Reading: An Introduction,” Representa-
tions 108 (2009): 1– 21, 9 and 3 (italics in original).

 49 The carnivalesque exemplifies the challenges of interpreting comic texts, for 
does this comic mode subvert the prevailing ideological order, or does it merely 
reinstate a culture’s dominant ethos after an ultimately meaningless diversion? 
On the carnivalesque, see Mikhail Bakhtin, Rabelais and His World, trans. Hélène 
Iswolsky (Bloomington: Indiana University Press, 1984); but also Terry Eagleton’s 
critique: “Carnival, after all, is a licensed affair in every sense, a permissible rupture 
of hegemony, a contained popular blow- off as disturbing and relatively ineffectual 
as a revolutionary work of art. As Shakespeare’s Olivia remarks, there is no slander 
in an allowed fool.” Terry Eagleton, Walter Benjamin, or Towards a Revolutionary 
Criticism (London: Verso, 1981), 145– 46 (Eagleton’s italics).

 50 Raymond Williams, Television: Technology and Cultural Form, ed. Ederyn Wil-
liams, 2nd ed. (1974; London: Routledge, 1990), 91.

 51 William Uricchio, “Television’s Next Generation: Technology / Interface Culture /  
Flow,” Television after TV: Essays on a Medium in Transition, ed. Lynn Spigel and 
Jan Olsson (Durham, NC: Duke University Press, 2004), 163– 82, 168.

 52 John Ellis, Visible Fictions: Cinema, Television, Video (London: Routledge and 
Kegan Paul, 1982), 117.

 53 Michael Kackman, Marnie Binfield, Matthew Thomas Payne, Allison Perlman, and 
Bryan Sebok, eds., Flow TV: Television in the Age of Media Convergence (New York: 
Routledge, 2011), 2. See also the online journal flowjournal .org.

 54 In a provocative critical move, Gregory Waller proposes that “genre removes us from 
the flow and viewing strip.” Gregory Waller, “Flow, Genre, and the Television Text,” 
In the Eye of the Beholder: Critical Perspectives in Popular Film and Television, ed. 
Gary Edgerton, Michael Marsden, and Jack Nachbar (Bowling Green, OH: Popular 
Press, 1997), 55– 66, 63. This study is invested in genre as a critical tool yet also pays 
attention to the influences of flow.

 55 Quinn Miller, “The Dick van Dyke Show: Queer Meanings,” How to Watch 
Television, ed. Ethan Thompson and Jason Mittell (New York: New York University 
Press, 2013), 112– 20, 120.

Chapter 1 The Queer Times of Leave It to Beaver

 1 Jean Baudrillard, America, trans. Chris Turner (London: Verso, 1986), 107.
 2 Fredric Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism (Dur-

ham, NC: Duke University Press, 1991), 281.
 3 Stephanie Coontz, The Way We Never Were: American Families and the Nostalgia 

Trap (New York: Basic Books, 1992), 23; see also Coontz’s The Way We Really Are: 
Coming to Terms with America’s Changing Families (New York: Basic Books, 1997). 
On the appeal and limitations of nostalgia for the 1950s, see Arlene Skolnick, 
Embattled Paradise: The American Family in an Age of Uncertainty (New York: Basic 



Notes to Pages 27–39 • 209

Books, 1991), especially for her aptly titled prologue: “Who Killed Ozzie and Har-
riet?” (xv– xx).

 4 Coontz, The Way We Never Were, 25.
 5 Elizabeth Freeman, Time Binds: Queer Temporalities, Queer Histories (Durham, 

NC: Duke University Press, 2010), xxii, 3.
 6 Carolyn Dinshaw, How Soon Is Now? (Durham, NC: Duke University Press, 2012), 4.
 7 Kathryn Bond Stockton, The Queer Child, or Growing Sideways in the Twentieth 

Century (Durham, NC: Duke University Press, 2009), 11 (italics in original).
 8 Nina Leibman, Living Room Lectures: The Fifties Family in Film and Television 

(Austin: University of Texas Press, 1995), 118.
 9 Horace Newcomb, “The Opening of America: Meaningful Difference in 1950s 

Television,” The Other Fifties: Interrogating Midcentury American Icons, ed. Joel 
Foreman (Urbana: University of Illinois Press, 1997), 103– 23, 121.

 10 David Halberstam, The Fifties (New York: Villard, 1993), 509 (italics in original).
 11 References to the program are taken from Leave It to Beaver: The Complete Series 

(1957– 63; NBC Universal, 2010), DVD, and are cited by episode.
 12 David Coon, Look Closer: Suburban Narratives and American Values in Film and 

Television (New Brunswick, NJ: Rutgers University Press, 2013), 2.
 13 Hal Himmelstein, Television Myth and the American Mind, 2nd ed. (Westport, CT: 

Praeger, 1994), 124.
 14 Sidonie Matsner Gruenberg, ed., Our Children Today: A Guide to Their Needs from 

Infancy through Adolescence (New York: Viking, 1952), 15.
 15 Otis Lee Wiese, “Live the Life of McCall’s,” McCall’s, May 1954, 27 (italics in 

original).
 16 Joel Foreman, introduction to The Other Fifties: Interrogating Midcentury American 

Icons (Urbana: University of Illinois Press, 1997), 1– 23, 1.
 17 Darrell Hamamoto, Nervous Laughter: Television Situation Comedy and Liberal 

Democratic Ideology (New York: Praeger, 1989), 26.
 18 Amy Villarejo, Ethereal Queer: Television, Historicity, Desire (Durham, NC:  

Duke University Press, 2014). Of Father Knows Best, Villarejo cites the episode 
“Betty, the Track Star,” which David Marc proposes “might as well have been  
titled ‘Betty Meets the Lesbians.’” David Marc, Comic Visions: Television Comedy 
and American Culture, 2nd ed. (Malden, MA: Blackwell, 1997), 50.

 19 Gertrude Chittenden, Living with Children (1944; New York: Macmillan, 1951), 3. 
Chittenden compares American children to those of Samoa, as studied in Margaret 
Meade’s classic Coming of Age in Samoa, and extols the greater social and sexual 
equanimity of Samoan youth.

 20 Barney Katz, How to Be a Better Parent: Understanding Yourself and Your Child 
(New York: Ronald Press, 1953), 205.

 21 In this episode, Ward’s fears over his son are unfounded: Beaver enjoyed the party 
not because of the opportunity for exclusively female companionship but for the 
opportunity to engage in homosocial bonding with the host’s father, who com-
miserates with the boy: “I know what it’s like to be the only rooster in a hen party” 
(“Party Invitation”).

 22 T. J. Jackson Lears, “Making Fun of Popular Culture,” American Historical Review 
97.5 (1992): 1417– 26, 1420.

 23 Erin Lee Mock, “The Horror of ‘Honey, I’m Home!’: The Perils of Postwar Family 
Love in the Domestic Sitcom,” Film & History 41.2 (2011): 29– 50, 30. See also Stan-
ley Pelkey’s brilliant reading, “Music, Maturity, and the Moral Geography in Leave 



210 • Notes to Pages 39–51

It to Beaver (1957– 1963),” Anxiety Muted: American Film Music in a Suburban Age, 
ed. Stanley Pelkey and Anthony Bushard (Oxford: Oxford University Press, 2015), 
107– 18.

 24 Michael Kassel, “Mayfield after Midnight: Images of Youth and Parenting in Leave 
It to Beaver,” Images of Youth: Popular Culture as Educational Ideology, ed. Michael 
Oliker and Walter Krolikowski (New York: Peter Lang, 2001), 112– 29, 116.

 25 Sigmund Freud, “‘A Child Is Being Beaten’: A Contribution to the Study of the Ori-
gin of Sexual Perversions,” The Standard Edition of the Complete Psychological Works 
of Sigmund Freud, trans. and ed. James Strachey (London: Hogarth, 1953– 74), 
17.175– 204, 179.

 26 Gilles Deleuze and Félix Guattari, Anti- Oedipus: Capitalism and Schizophrenia 
(1977; New York: Penguin, 2009), 274.

 27 Bonnie Dow, Prime- Time Feminism: Television, Media Culture, and the Women’s 
Movement since 1970 (Philadelphia: University of Pennsylvania Press, 1996), 149.

 28 Matthew Henry, “The Triumph of Popular Culture: Situation Comedy, Post-
modernism, and The Simpsons,” Critiquing the Sitcom: A Reader, ed. Joanne Mor-
reale (Syracuse, NY: Syracuse University Press, 2003), 262– 73, 265.

 29 Diana Meehan, Ladies of the Evening: Women Characters of Prime- Time Television 
(Metuchen, NJ: Scarecrow, 1983), 34.

 30 Susan Douglas, Where the Girls Are: Growing Up Female with the Mass Media (New 
York: Random House, 1995), 26. For a rebuttal of these critiques of 1950s female 
characters, see Cary O’Dell, June Cleaver Was a Feminist! Reconsidering the Female 
Characters of Early Television ( Jefferson, NC: McFarland, 2013).

 31 James Bossard and Eleanor Boll, Ritual in Family Living: A Contemporary Study 
(Philadelphia: University of Pennsylvania Press, 1950), 24.

 32 Bonnie Mann, “The Lesbian June Cleaver: Heterosexism and Lesbian Mothering,” 
Hypatia 22.1 (2007): 149– 65, 149.

 33 Joanne Meyerowitz, ed., Not June Cleaver: Women and Gender in Postwar America, 
1945– 1960 (Philadelphia: Temple University Press, 1994).

 34 Deborah Werksman, ed., I Killed June Cleaver: Modern Moms Shatter the Myth 
of Perfect Parenting (Naperville, IL: Hysteria, 1999); and Anne Dunnewold, Even 
June Cleaver Would Forget the Juice Box: Cut Yourself Some Slack (And Still Raise 
Great Kids) in the Age of Extreme Parenting (Deerfield Beach, FL: Health Com-
munications, 2007). Margaret Talbot, the sister of child actor Stephen Talbot, who 
played the role of Beaver’s friend Gilbert Bates, cites Meyerowitz, Werksman, and 
Dunnewold to make a similar point in her The Entertainer: Movies, Magic, and My 
Father’s Twentieth Century (New York: Riverhead, 2012), 379.

 35 “Forever the Beaver: The Cleavers Look Back,” Leave It to Beaver: The Complete 
Series.

 36 Lockhart is also remembered for playing Maureen Robinson in Lost in Space 
(1965– 68), another notable maternal role of her career.

Chapter 2 Queer Innocence and Kitsch Nostalgia in The Brady Bunch

 1 Sherwood Schwartz and Lloyd J. Schwartz, Brady Brady Brady: The Complete Story 
of “The Brady Bunch” as Told by the Father/Son Team Who Really Know (Philadel-
phia: Running Press, 2010), 20, 28.

 2 Family sitcoms of the 1960s with widows as protagonists include The Lucy Show 
(1962– 68) and Here’s Lucy (1968– 74), The New Loretta Young Show (1962– 63), 



Notes to Pages 52–59 • 211

The Jean Arthur Show (1966), The Doris Day Show (1968– 73), and Julia (1968– 71); 
those with widowers include The Andy Griffith Show (1960– 68), My Three Sons 
(1960– 72), and The Beverly Hillbillies (1962– 71).

 3 James Kincaid, Erotic Innocence: The Culture of Child Molesting (Durham, NC: 
Duke University Press, 1998), 53.

 4 Eve Kosofsky Sedgwick, “Queer and Now,” The Routledge Queer Studies Reader, ed. 
Donald Hall and Annamarie Jagose (London: Routledge, 2013), 3– 17, 8 (italics in 
original).

 5 Lee Edelman, No Future: Queer Theory and the Death Drive (Durham, NC: Duke 
University Press, 2004), 21.

 6 Peter Carroll, It Seemed Like Nothing Happened: The Tragedy and Promise of 
America in the 1970s (New York: Holt, Rinehart and Winston, 1982), 335.

 7 Dan Berger, ed., The Hidden 1970s: Histories of Radicalism (New Brunswick, NJ: 
Rutgers University Press, 2010), 3.

 8 Morton Hunt, Sexual Behavior in the 1970s (Chicago: Playboy Press, 1974), 361.
 9 Citations of The Brady Bunch specify the episode in question, as taken from The 

Brady Bunch: The Complete Series, prod. Sherwood Schwartz, perf. Robert Reed, 
Florence Henderson, Ann B. Davis, et al. (1969– 74; Paramount, 2007), DVD.

 10 “The Honeymoon” does not erase marital sexuality entirely, for it depicts Carol and 
Mike’s costume changes into nightwear to indicate that they have consummated 
their marriage. Still, the narrative directs viewers’ attention to the reintegration  
of the family after an initial separation, not on the newlyweds’ pleasureful escape 
from their children’s prying eyes.

 11 Quoted in Robert Pegg, Comical Co- stars of Television: From Ed Norton to Kramer 
( Jefferson, NC: McFarland, 2002), 92. On the 1970s sexual culture against which 
The Brady Bunch apparently inoculated itself, see Elana Levine, Wallowing in Sex: 
The New Sexual Culture of 1970s American Television (Durham, NC: Duke Univer-
sity Press, 2007).

 12 Diana Meehan, Ladies of the Evening: Women Characters of Prime- Time Television 
(Metuchen, NJ: Scarecrow, 1983), 34. As discussed in the previous chapter, numer-
ous episodes allow these “goodwives” to challenge patriarchal prerogatives, with 
this model capturing key aspects of 1950s domesticity yet overlooking its subversive 
potential.

 13 David Marc, Comic Visions: Television Comedy and American Culture, 2nd ed. (Mal-
den, MA: Blackwell, 1997), 191.

 14 Katherine Lehman, Those Girls: Single Women in Sixties and Seventies Popular 
Culture (Lawrence: University Press of Kansas, 2011), 12– 13.

 15 Most famously, Maude dramatized its commitment to feminism and women’s 
reproductive rights in a plot featuring Maude and her fourth husband, Walter (Bill 
Macy), opting for an abortion rather than raising a baby during their middle- aged 
years. Anguished by the decision, Maude turns to Walter for comfort: “For you, 
Maude, and for me, in the privacy of our own lives, you’re doing the right thing” 
(“Maude’s Dilemma, Part 2”).

 16 Schwartz and Schwartz, Brady Brady Brady, 29.
 17 Les Brown, “Elton’s Rule: Be Different: ABC- TV Prez Puts Accent on Youth,” 

Variety, 3 Apr. 1968, 33, 52. See also Aniko Bodroghkozy, Groove Tube: Sixties 
Television and the Youth Rebellion (Durham, NC: Duke University Press, 2001), 
199.

 18 Schwartz and Schwartz, Brady Brady Brady, 150.



212 • Notes to Pages 59–71

 19 See Patricia White’s reading of queerness in Bewitched in her Uninvited: Classical 
Hollywood Cinema and Lesbian Representability (Bloomington: Indiana University 
Press, 1999), 139– 42.

 20 Mimi Marinucci, “Television, Generation X, and Third Wave Feminism: A Contex-
tual Analysis of The Brady Bunch,” Journal of Popular Culture 38.3 (2005): 505– 24, 514.

 21 Laura Mulvey, Visual and Other Pleasures (Bloomington: Indiana University Press, 
1989), 19.

 22 Helen Haste, The Sexual Metaphor (Cambridge, MA: Harvard University Press, 
1994), 71.

 23 Schwartz and Schwartz, Brady Brady Brady, 106.
 24 Helen Wheatley, Spectacular Television: Exploring Televisual Pleasure (London: I. B. 

Tauris, 2016), 191.
 25 Kincaid, Erotic Innocence, 113. See also his Child- Loving: The Erotic Child and Victo-

rian Culture (New York: Routledge, 1992).
 26 Hal Erickson, Television Cartoon Shows: An Illustrated Encyclopedia, 1949– 1993 

( Jefferson, NC: McFarland, 1995), 111.
 27 Schwartz and Schwartz, Brady Brady Brady, 156.
 28 Ibid., 182.
 29 Barry Williams, with Chris Kreski, Growing Up Brady: I Was a Teenage Greg (New 

York: HarperPerennial, 1992), 74– 75 (italics in original).
 30 Florence Henderson, with Joel Brokaw, Life Is Not a Stage: From Broadway Baby to 

Lovely Lady and Beyond (New York: Center Street, 2011), 184.
 31 Stephen Tropiano, The Prime Time Closet: A History of Gays and Lesbians on TV 

(New York: Applause Theatre, 2002), 27– 30.
 32 “H.I.V. Contributed to Death of Robert Reed, Doctor Says,” New York Times, 20 

May 1992.
 33 Schwartz and Schwartz, Brady Brady Brady, 64.
 34 Pegg, Comical Co- stars of Television, 89.
 35 Ted Nichelson, Susan Olsen, and Lisa Sutton, Love to Love You Bradys: The Bizarre 

Story of “The Brady Bunch Variety Hour” (Toronto: ECW, 2009), 3.
 36 For a history of The Brady Bunch Variety Hour see Nichelson, Olsen, and Sutton, 

Love to Love You Bradys. Because of space limitations, I do not address The Brady 
Bunch Hour, The Brady Brides, or the feature films in this chapter, yet they, too, 
exploit a brew of kitsch nostalgia in their plotlines.

 37 Søren Kierkegaard, Either/Or, Part 1, ed. and trans. Howard Hong and Edna Hong 
(Princeton, NJ: Princeton University Press, 1987), 32.

 38 Ralph Harper, Nostalgia: An Existential Exploration of Longing and Fulfillment in the 
Modern Age (Cleveland, OH: Press of Western Reserve University, 1966), 26– 27.

 39 Quoted in Svetlana Boym, The Future of Nostalgia (New York: Basic Books, 2001), xiv.
 40 Clement Greenberg, “Avant- Garde and Kitsch,” Clement Greenberg: The Collected 

Essays and Criticism, vol. 1, Perceptions and Judgments, 1939– 1944, ed. John O’Brian 
(Chicago: University of Chicago Press, 1986), 5– 22, 12.

 41 Although I focus on nostalgia’s retrospective allure and its kitsch appeal in this 
chapter, some scholars argue for its progressive and radical potential; see, e.g., 
Alastair Bonnett, Left in the Past: Radicalism and the Politics of Nostalgia (London: 
Continuum, 2010).

 42 Jonathan Gray, Television Entertainment (New York: Routledge, 2008), 56– 57. See 
also Amy Holdsworth, Television, Memory, and Nostalgia (Basingstoke, Hampshire: 
Palgrave Macmillan, 2011).



Notes to Pages 73–82 • 213

 43 Schwartz and Schwartz, Brady Brady Brady, 229.
 44 Judith Lancioni, “Murder and Mayhem on Wisteria Lane: A Study of Genre and 

Cultural Context in Desperate Housewives,” Reading “Desperate Housewives”: Beyond 
the White Picket Fence, ed. Janet McCabe and Kim Akass (London: I. B. Tauris, 
2006), 129– 43, 131.

 45 While many television critics place the birth of the dramedy in the 1980s, others 
identify it in such earlier programs as M*A*S*H (1972– 83)— and, of course, Shake-
speare merged comedy and drama in many of his plays. The birth of this genre is 
difficult to pin down, yet the programs most relevant to The Bradys include these 
1980s incarnations of the form.

 46 Such identifications between cast and audience were key to Schwartz’s plan for the 
series, as Florence Henderson notes: “By having nine cast members that include 
three children of different ages from each gender, Sherwood also insured that each 
viewer at home would have at least one character with whom they could identify 
closely” (Life Is Not a Stage, 181).

Chapter 3 No Sex Please, We’re African American

 1 United States Commission on Civil Rights, Window Dressing on the Set: Women 
and Minorities in Television (Washington, DC: Aug. 1977), 148.

 2 Beretta Smith- Shomade, Shaded Lives: African American Women and Television 
(New Brunswick, NJ: Rutgers University Press, 2002), 31. See also Alan Nadel, 
Television in Black- and- White America: Race and National Identity (Lawrence: 
University Press of Kansas, 2005).

 3 United States Commission on Civil Rights, Window Dressing on the Set, 150.
 4 Kelefa Sanneh, “The Eternal Paternal: Bill Cosby’s Never- Ending Tour,” New Yorker, 

15 Sept. 2014.
 5 Joanne Carlson differentiates between authoritarian and authoritative child- 

rearing: “Authoritarian parents . . . are more controlling and less emotionally 
responsive, and authoritative parents . . . are responsive and warm but also provide 
structure, expectations, and supervision.” Joanne Carlson, The Parent Effect: How 
Parenting Style Affects Adolescent Behavior and Personality Development (Washing-
ton, DC: National Association of Social Workers Press, 2011), 104.

 6 Quoted in Richard Warren Lewis, “The Importance of Being Julia,” TV Guide, 
14 Dec. 1968, 24– 28, 28; repr. in Aniko Bodroghkozy, “‘Is This What You Mean 
by Color TV?’: Race, Gender, and Contested Meanings in NBC’s Julia,” Private 
Screenings: Television and the Female Consumer, ed. Lynn Spigel and Denise Mann 
(Minneapolis: University of Minnesota Press, 1992), 142– 67, 152.

 7 Both quoted in Lewis, “The Importance of Being Julia,” 27.
 8 Louie Robinson, “Redd Foxx,” Ebony, Jun. 1974, 154+, 160.
 9 Both quoted in Margena Christian, “The Death of James Evans, Sr.,” Jet, 28 Jan. 
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thus, I employ “his/her” as a marker of the scene’s cloudy depiction of Andy’s gen-
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 31 For an instructive comparison see the similar plotline in The Cosby Show’s  
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 32 Joan Collins, Second Act (New York: St. Martin’s, 1996), 309.
 33 Varian, “Penthouse Interview: Roseanne Barr,” 82.
 34 Quoted in Anne Taylor Fleming, “Roseanne’s Tough Act: Is It Too Harsh?” New 

York Times, 17 Jan. 1990.
 35 On the program’s genesis from Life and Stuff to Roseanne, see Judine Mayerle, 

“Roseanne— How Did You Get Inside My House? A Case Study of a Hit Blue- 
Collar Situation Comedy,” Journal of Popular Culture 24.4 (1991): 71– 88, 72– 73.

 36 For another account of her conflicts with Williams, see Jim Jerome, “Roseanne 
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Chapter 5 Allegory, Queer Authenticity, and Marketing Tween Sexuality in 
Hannah Montana

 1 Frank discussions of eroticism may be rare in children’s programming, yet many 
shows depict unusual romantic pairings, such as Kermit the Frog and Miss Piggy 
of the Muppets franchise. Furthermore, some viewers express their desires— or 
their fears— of seeing sexuality addressed in these programs. Queer- friendly 
fans have urged Sesame Street (1969– ) to “out” Ernie and Bert as a gay couple, 
and televangelist Jerry Falwell famously accused Tinky Winky of Teletubbies 
(1997– 2001) of being gay. Such desires and fears bring up a host of perplexing 
questions, such as, how could a frog and a pig have sex? Should advocates of gay 
marriage employ the obviously dysfunctional friendship of Ernie and Bert as a 
model for children? Do Teletubbies have genitalia? As occurs so frequently with 
attempts to erase sexuality from discourse, its absence ironically solicits its queer, 
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