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INTRODUCTION

ELIZABETH GRAHAM

There is no doubt that thidien Quadrilogyhas received considerable
popular and academic attention over the past tlyigigrs. Much of this
attention is perhaps due to the belief that it zligal a rebirth of science
fiction and horror films. The films mark a courdeeeation away from the
collapse into self-parodies originating with the5@8 invasion films.
Much of the literature concentrating on thikeen films has been devoted to
interpretations of the films, individually or cotfévely, or the aliens and
what they represent. The films have been descrilseclassic westerns in
space having clear delineations between the hemogghe villains. They
have also been interpreted as social commentarieswaw, colonialism,
AIDS, and other socially charged issues of the taidlate twentieth
century. Mullhall argues that the significant atien the films have
received is a consequence of the many issues explor the films
themselves:

these movies are preoccupied, even obsessed, withety of interrelated
anxieties about human identity—about the troubled @moubling question
of individual integrity and its relation to the bgdsexual difference and
nature. (2002, 1)

As the central human character in the films, ERépley has received
considerable attention and has become an iconigdign the science
fiction community as well as academic circles. Du¢he longevity of her
iconic status, many have posed the question, tlirectindirectly, across
the kitchen table, and in popular and academicipafidns, what is the
Meaning of Ripley?

Ripley has come to represent many things to maegple. Her
complexity across four films has allowed for variadd contradictory
interpretations of what she and the films repres@ata woman she was
both a challenge to the established androcentrinregeof science
fiction/horror and also to established patriarcbatietal norms regarding
gender. At the same time, however, she can alsocdé as a female
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character who reinforced gender expectations. &kében discussed as a
feminist hero, a substitute for the Old West maéroh a patriarchal
mother, a monster, and a Final Girl, to mentiory@nfew interpretations.
Given these variations, it is interesting that sangnindividuals writing
about theAlien films, and Ripley in particular, discugise meaning of a
film or scenethe intentions of the writer or directothe impressions left
uponthe audience as if audience members are blardivezs with no
worldview or control over their thoughts (see Witiis 2006). This
underlying assumption that there is some objectadity in relation to a
science fiction/action/horror film is quite intetieg to say the least. My
point is that it is unusual to find in the literegudealing with these films
any recognition that the meanings derived fromlra fire the result of a
multitude of factors interacting with each otherigiven social context.

Within the Interactionist Traditions of Sociologyndividuals are
viewed as simultaneously products and producetheoociety in which
they live. We are products created from the totalitf our lived
experiences. We are producers of the social warldhat our conformity
to established social patterns maintains the staios and changes in our
behaviours can disrupt the status quo, ultimattylting in social change.
To understand the relationship between individunal the social context,
and how these two interact in society, aspects.ofV@ght Mills’ work
and Blumer’s thoughts on the role of films in thé¢ationship are useful to
consider.

In his now classic piece, “The Promise,” Mills &dps:

By the fact of his [her] living [s]he contributespwever minutely, to the
shaping of this society and to the course of itdny, even as [s]he is
made by society and by its historical push and sh(\993, 167)

He argues that an understanding of this relatignghiessential for any
inquiry intended to explore who we are or how we ge world in which
we live.

While it may initially seem inappropriate to redp a work as dated as
Herbert Blumer's 1933 bookylovies and Condugcthis insights remain
valuable, and unfortunately

Hollywood film has been neither the subject of aimgd analysis nor the
center of an accumulating tradition of scholardirpsociology].... Apart
from a handful of sociologists working within thegtmodernist rump of
symbolic interactionist groups [a group that neithenor this book
represent]... the fictional nature of film and liten® continues to place
these products of human creativity and social degdions on a terrain
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that is beyond the range of routine sociologicalogmn. (Dowd 1999, 325-
326)

In addition, Blumer’s primary concern with the imince of film on the
individuals seems patrticularly relevant to the ufydleg assumption of
this collection that in general the social contextvhich films, as with all
products, are created and observed or interpretegithy of attention in
any attempt to understand the meanings of the films

As part of that endeavour to understand the inflteeof film, he
necessarily needed to explore why different indigid can be influenced
differently by the same film. He claims,

There is a wide variety in what people may seledt @f a picture. Its
influence, consequently, is dependent not solebynuips content but also
upon the sensitivity and disposition of the obser¢@970 [1933], 179-
180)

He elaborates by stating that these differencesngnmalividuals are more
than consequences of sex or age, although thesenpogtant; “cultural
background and personal character” and “the intek#fsone’s group” also
need to be considered.

The implication is that if one is to foretell thffeets of a motion picture
one must know, in general, something of the intsrasd experience of
those to whom the picture will be shown. (191)

In general, Blumer’'s point is not inconsistent wittat found in recent
feminist and film criticism literature dealing witintersectionality—
multiple aspects of individuals and the contexta/imich they exist need to
be considered in order to reach a fuller, more detapunderstanding of
what is happening. With a primary focus on oppmssand inequality,
intersectionality calls our attention to the intamnections of gender,
race/ethnicity, social classand there is no doubt that such an approach
would be worthwhile in an examination of Ripley. elhvarious
interpretations of her presented in this collectiomply the need for
considering the complexities discussed in thatrditee. That one
character can be understood in so many seeminglysi ways indicates
not just the complexity of the character in terrhthe intersections among
gender, race, class, but also the complexity oatidiences as they engage

! Among the other factors considered in discussiomsiving intersectionality are
sex, sexuality, and nationality.
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with such a character. However, as Jennings paiats by exclusively
favouring such plural positions

there are dangers involved for the future of paditiorganizations and
critical arguments against oppressions that stdefus, both individually
and collectively. (1995, 193-4)

If such pluralistic approaches are not used inwuetjon with approaches
concentrating on these factors individually, thesethe potential of
destroying any sense of collectivity among indiétiu who have in
common experiences of oppression and subjugatezhtt one of these
factors. Having no sense of shared experiences ottiers effectively
works to discourage any type of action that coubdllenge structural
inequality.

In addition, a number of the contributions to thidlection do not have
only issues of oppression as their concern. They ekplore the ways in
which the fictional Ellen Ripley is able to moveybed or overcome the
oppressive elements that she encounters in hedsvorl

This collection does not explore the “cultural kground and personal
character” of the contributors. Nonetheless, takipgBlumer’'s comment
about the audience members, it is worth noting timany of the
differences among these contributors, discussedwhehre part of the
collection’s strength because they illustrate tblatronship between the
individual and society and how elements of uniggsrfer each individual
allow us to exist in similar social contexts, obsethe same things, and
still come to very different conclusions about niegs.

As most readers are aware, Ellen Ripley first apge inAlienin 1979
and last appeared in 1997Afien ResurrectionFollowing the logic of C.
Wright Mills, to attempt understandings of her aaial artifact produced
by individuals, as well as others’ interpretatiafsher requires that the
social context leading up to and during her preseirt society be
understood in conjunction with at least some urtdading of those doing
the interpreting.

There is no doubt that prior to and during theetiperiod referred to
here questions about gender were being discussesbdiety. In fact,
scientific discussions about the connection between biologl gender
have a very long history. In the early 1900s, thkelbin male intellectual
superiority was advocated by individuals such atte@aand Thorndike.
Fausto-Sterling claims that such views
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were so congenial to the economic and politicaldsthment of the period
that rational, scientific challenges to their wavkre studiously ignored.
(1985, 17-18)

Interestingly, while this view seemed to dissipatethe late 1930s, its
rebirth, with no new facts, came about not longpbethe release dflien
in 1979. In fact, just one year before the film waleased, Edwin Wilson
wrote:

It pays males to be aggressive, hasty, fickle armtisgriminating. In theory
it is more profitable for females to be coy, to dddack until they can
identify the male with the best genes.... Human kewlgey this biological
principle. (in Fausto-Sterling 1985, 156)

While individuals like Wilson, supporting the patrchal status quo,
argued the biological imperative of masculine asmihine characteristics
or claimed male superiority, others, like SimoneB#avoir, attempted to
dismantle such biological determinism, and stiHess such as Mary Daly
and Adrinne Rich attempted to subvert that argupedtacking patriarchy
sometimes in favour of separatism. A vast arrageaider inequalities in
Western societies were debated—everything from mavos right to vote,
to accessible birth control, to women holding posi of authority over
men, to sexual assault, and much more. Respondgsaaticipation in the
ongoing debates differed in a variety of ways atittdividual and societal
levels, in political and academic arenas. As tirassed, more detailed and
diverse positions regarding the gender questionse wgut forward
reflecting the interdependent relationship betwb&graphy and history
discussed by Mills and the variability inherent timat relationship—
individual biographies brought into the discussavout gender offered
varied interpretations, insights, and queries.

Within such a social context inundated with tred@urs uncertainty
and disagreement about gender and yet still doetdnély patriarchal
ideology,

What could be more unexpected than making the poiéagonist and
survivor a woman?... women as heroic survivors wasoncept alien
enough to constitute a surprise for the audiendéevalh the same time not
so foreign that it would put mainstream audiendég@allardo and Smith
2004, 17)

The chapters in this collection reflect the uraiaty and disagreement
about gender as well as the importance of the ioekstip between
biography and history in that they illustrate thia¢re is not a singular
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meaning of Ripley but rather multiple meanings tu@ consequences of
the creators of the series and their social costdéke audience members
and their social contexts, and the relationshipeéen these two groups.

This collection offers discussions of Ripley wijhrticular attention to
feminism, autonomy, and sexual agency in relationthe context of
gender during the time period in which the fiimsreveeleased. As a
whole, it is multidisciplinary and, therefore, augmbs debates and
discussions not only in film criticism but also pigr culture, philosophy,
sociology, and Gender and Women'’s Studies. In pranthis book, | had
in mind an audience of undergraduate students stgdy these areas.
Consequently, while the book is intellectually silating, it does not fall
victim to the overuse of discipline-specific jargtimat would frustrate
those who are unfamiliar with the terminology. Ratit invites them, as
well as the general population, to see that thezecammonalities across
disciplines.

Ripley is presented as a product of Second Wasédjdal Feminism,
as a traditional woman and mother under patriarelsy,Other who, in
refusing to be used by the Company or by the aliemately transcends
to an authentic self, as an individual who posesiaeagency, and as an
autonomous individual who is not limited by the swaints of gender role
expectations. The varying interpretations are mboia the varied
backgrounds of each contributor—some are female samde are male,
some are Canadian and some are American, somaréoe $cholars while
others have established careers, and four distiisciplines (or groups)
are represented. As can be seen in the followirgepaeach of these
individuals is quite conscious of their own biognaal relationship to
history and that it has influenced what they setw they interpret.

The collection begins and ends with chapters $patifically point to
the importance of the social context in relatiorgemder while Chapters
Two, Three, and Four focus on Ripley as reflectiffeocial circumstances
within the contexts of the films with particulartexttion to ideas of
motherhood, femininity, and sexual agency.

Chapter OneAlien Feminist by George Moore, examines the first film
in the quadrilogy,Alien. Moore, who teaches English Literature and
published a book length study on the feminist, (uiel¢ Stein, readily
admits that

the changes in the feminist movement during theeSi®s were part of the
larger social changes that influenced me a trememdamount... my

2 The contributors have provided brief statemenst tiffer the reader insights
about their approach in analyzing Ripley.
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critical approach is simply a way of me evaluating own past and my
changed perspective on it.

In this chapter, Moore takes up the question of thdwe Ripley is a
feminist as the concept was understood in the 1@k 1980s. He
identifies the importance of the social context whattempting to
understand the creation Afien and the development of Ripley’s role.

Ripley’s role, and the film’s general attitude tod/avomen, are products
of a changing feminist awareness... the point migbte made that the film
helps historicize the movement’'s concerns duririg plrticular period of
upheaval.

In Chapter Two, “Redressing Ripley: Disrupting ffesmale Hero,”
Peter Wood is undoing the idea of Ripley as a feshhrero inAliensand
argues that she is consistent with patriarchalsaéavoman and
motherhood. In his chapter, he states that the film

essentializes Ripley in ways that reinforce thedamental, natural, and
intrinsic connection between being female and heitower social status
than males, as well as the fact that being femadans being, always
already, a mother.

However, his objective in putting forth this claiim to reveal, through
attention to the often neglected elements of time, fihat hero status does
not ensure escape from oppression:

In a larger sense, | wanted to reinforce the idhed being an action hero
does not immediately and easily do away with altéss of sexism. Indeed,
some films, likeAliens can present a strong female character and Yt sti
offer a conservative message of what it means @weman.

Eva Dadlez, who teaches Philosophy and Women'si&tudxplores
the parallels between Ripley’s struggles Alien® and Simone de
Beaviour’s notion of thenyth of the femininand Ripley’s transcendence
in Chapter Three, “Paradox and Transcendenddiém®; Ripley Through
the Eyes of Simone de Beauvoir.” Making use of @aBour’'s work is a
perfect fit for Dadlez. She sums up the rationabibhd her approach by
saying that she

Love[s] Simone de Beaviour! Always thought of hes a feminist
touchstone that exposed cultural hypocrisy, asitfsosed irAlien®.
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In her chapter, Dadlez explains that the film “ewdilee many of the
insights inherent in de Beauvoirsyth of the feminine

This particular fiction does so... by affiliating iteroine Ripley with the
alien, a true Other... and then by stressing theiffce and alienness of
Ripley's sex in presenting her against the backdodpthe almost
exclusively masculine world... Next, it does so beganting Ripley in
paradoxically incompatible roles... Finally, the ficonveys de Beauvoir's
insights by showing us Ripley’s transcendence.

In Chapter Four, “Getting off the Boat: Hybridiand Sexual Agency
in the Alien Films,” Sarah Bach and Jessica Langer argue tleae tis a
visible progression of Ripley’'s sexual agency asrdlke four films.
Through their examination of the quadrilogy, theyeal the process by
which Ripley is able to shed patriarchal controlsmme respects but is
ultimately not able to defeat patriarchy itselfcBand Langer explain that
by the end oflien Resurrection

She no longer needs to take part in heterosexwahsexchange in order
to succeed within the system of patriarchy, butteiad this line

foreshadows her breaking of the system itself,iziriy her newfound

human-alien hybridity to place herself outside #ystem and bring it
down from without. This chapter will trace the dieyament of Ripley’s

sexual agency throughout tidien films in her relationships with aliens
and with other humans — and, ultimately, within den hybridity and that
of the aliens.

For Sarah Bach, it was not just her backgroundime@a Studies that
brought her to examine the character of Ellen Riple

Thanks to my mother, 'Aliens' has been one of mgdate movies since |
was six years old. At first | identified most stgiyn with Newt, but as |
grew older and my understanding of feminism andaulture expanded, |
saw that development mirrored in the changes thpteR undergoes
through the series. Ripley has been a source pfrat®on for as long as |
can remember.

Her co-author, Jessica Langer, explains that tiere parallel between
their examination of Ripley and her earlier work:

Although most of my academic work focuses in vasioways on
postcolonialism and science fiction, | have alwéysnd it interesting to
explore how systems of oppression—such as colsniadind patriarchy—
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can be so similar and are often intertwined bothigtory and in cultural
production.

Finally, in Chapter Five, Aliens’ Ellen Ripley: Ambiguous
Interpretations and Her Autonomy,” | explicitly veh to the notion of
social context arguing that it must be taken irtooaint when considering
interpretations of Ripley. As someone who teachmsdfgy and Gender
and Women's Studies, my interest in the social exmtand the
relationship between the individual and societyusthoot be surprising.
In my chapter, | point to three common interpretasi of Ripley that are
reflective of a social context influenced by Secaldve Feminism and
the backlash against it—the monstrous feminine, wiegnan in man’s
clothes, and the traditional woman and mother.

In addition, accepting that feminist scholars “neetb also study change
and equality when it occurs rather than only doauing inequality”
(Risman 2004, 435), | also offer an alternativerptetation of Ripley that
reflects societal changes related to gender.

| offer my own view of Ripley as an autonomous indiial; an
interpretation that reflects both my roots in Setddave Feminism and
my move away from it:

While it [Second Wave Feminism] is part of who | amd how | see the
world, | have become more and more dissatisfiedh wgminism's
reluctance to see women as anything other thamngaif patriarchy.

All of the contributors in this collection not gé® but because of their
differences offer valuable interpretations of Rjplend her societies, as
well as our societies. It is, therefore, my hopatths a whole the
collection will foster discussions and debates just about women in
science fiction/action/horror films but about thegoing issues regarding
gender in Western societies.

In addition to the five chapters, this collectionludes five appendices
and a selected bibliographyhat can be used as resources for those
unfamiliar with the films, the pairing oflien and Predator films, the
work of the Alien Quadrilogycreators, and the extensive literature. In

3 This bibliography includes all the sources usedhia following chapters that
specifically centre on Ripley and tiidien Quadrilogyas well as sources not used
in this collection.
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general, these appendices and bibliography prduidker insight into the
contexts from which the films emerged.

The first four appendices are summaries of #&lien films with
specific notations to indicate where and how thee@br's Cut/ Special
Edition of each film differs from the Theatrical IRases. | made this
decision because in some instances the two versibaach film vary in
significant ways and have resulted in noteworthyteripretative
differences. Recognizing, as this collection dds,importance of context
in interpreting meaning, it seemed necessary ttineuthese variations.
For example, whether someone is commenting on lthractic scene in
Alien® when Ripley, “Cruciform arms extended, obviousliriétlike...
falls backwards into the light” (Dadlez), or theeme in the altered
Theatrical Release in which Ripley embraces thenatiueen that has
exploded from her chest as she falls backward thto flames of the
furnace will, without question, affect the meanintpat are ultimately
attached to the film. Appendices E is meant toraffie reader peripheral
information that while not directly related to thentent of the fouAlien
films is part of the context. It begins with a Braverview of Predator |
andll, but is primarily a summary of th&lien vs Predatoifilms which
were intended to revitalize thdien franchise but failed.

That the contributors come from a variety of diices and few
specialize in film studies but have come togethetthis collection to
create a work focusing on the trail blazing chaaaf Ellen Ripley,
demonstrates her continued significance approximakerty years after
her first appearance iAlien. In addition to the varied contributions of
these authors about tiveanings of Ripleyand the resources provided in
the Appendices, it is worth noting that this cadlies also ventures outside
of the prevailing arguments found within the esttdd field of film
criticism.

| hope that as a collection this book which laygekpresents
perspectives of those outside film criticism witlem discussions to a more
general audience and encourages others to lodketpast as well as the
present when formulating their assessments of @mdaharacter such as
Ripley. The complex and contradictory facets of tlesracter encourage
investigation, discussion, and repeated revisitihgrevious conclusions.
In addition, Ripley, like other fictional characterhas the potential to
further our understandings of ourselves and oueties when we explore
how and why we come to specific conclusions albdednings of Ripley



Meanings of Ripley: Thalien Quadrilogy and Gender 11

References

Blumer, H. 1970 [1933]Movies and conducNew York: Arno Press.

de Beauvior, S. [1952] 198%he second seXTranslated and edited by H.
M. Parshley). New York : Knopf.

Dowd, J. 1999. Waiting for Louis Prima: On the pb#isy of a sociology
of film. Teaching Sociologg7: 324-342.

Fausto-Sterling, A. 1985Myths of gender: Biological theories about
women and merNew York: Basic Books, Inc.

Gallardo C., X. and C. J. Smith. 2004lien woman: The making of Lt.
Ellen RipleyNew York: Continuum.

Mills, C. W. 1993. The promise. IfReadings in social psychology:
perspective and methoed. B. Byers, 166-172. Boston: Allyn and
Bacon.

Mullhall, S. 20020n film: Thinking in actionLondon: Routledge.

Mulvey, L. 1989. Visual pleasure and narrative oiae In Visual and
other pleasuresl4-28. Bloomington: Indiana University Press.

Williams, E. 2006. Birth kills, abortion saves: Twoerspectives by
incongruity in Ridley Scott'sAlien. In The rhetoric of alien abduction.
E-Clectic 4, no.2
http://abacus.bates.edu/eclectic/voldiss2/pdf/eadadf
(accessed April 26, 2010).



CHAPTERONE
THE ALIEN FEMINIST

GEORGEMOORE

Introduction

Lt. Ellen Ripley’s individual film images are rdyalistinguished today
from the journey she takes through the four filmhshe Alien series. She
has now become iconic as the subsequent films mavdcated popular
reaction to her developing feminist image. Thisgagjs society’s need to
perpetuate her difference over the decades. Bigt significant that the
Ripley of the originalAlien movie creates a much more conflicted image
than the one built up through the series of filRipley engages the
audience as a representative of the women’s moveraed particularly
its Second Wave struggle for affirmation during reriod of the film’'s
production in the late 1970s. The conflicts witkile women’s movement
at the time are themselves reinvented in diffeneays by a host of
writers, producers, directors, and actors, inclgdhe two women who act
in the film. Sigourney Weaver's first effort as Rip was a product of a
feminist awareness if not of feminist thinking adated with the
movement itself, and so the character incorpotadéis feminist ideas and
reactions against feminism. But the strongest canfer Ripley is
certainly the advent of the Radical Feministst #nsierging during the late
1960s and coming to power within the larger womants/ement by the
1970s. Radical Feminism distinguished itself by itall for an
abandonment of the old thinking about reconciliatiwith the enemy,
men, and a demand for a newly constructed socisgd primarily if not
exclusively on women’s needs. Thadical element was associated with
New Left radicalism in the 1960s, and so also pickp a certain initial
adherence to Marxist ideology (Roth 2004, 200-20Bjpley is no
Marxist, nor is she fully conceived in the guise afeminist extremist
such as the Radical Feminists themselves came tgseba.Feminist
Practice a publication issued in the 1970s, for instanteslares that the
word radical:
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was used as a term of abuse to corral those asgfdetemen’s liberation]

which most threatened their image of respectabiRgdical Feminists
became a corporate object of derision which thesmem and men could
then dissociate themselves from. (Rowland and K1€®6, 10)

If no extremist, Ripley’s character shows defirsigns of an awareness of
changes in the movement during the late 1970s wigiude its
radicalization. This can be attributed, in part,at@eneral awareness of
Radical Feminism and to the film’'s various writgpspducers, and actors
who engaged the popular notion of militancy wittie movement.

The purpose here is to suggest how Ripley’s rotkthe film’'s general
attitude toward women are products of a changingirfest awareness.
Although neither could be conceived as addresdiegféminist concerns
of the decades since the film’s release—in pauiguhe importance of the
social construction of gender and the place of,ratass and culture in
determining those roles— the point might yet be enttht the film helps
historicize the movement's concerns during thistipalar period of
upheaval. In the end, it is Ripley’s relationshipthe emerging conflicts
centred around Radical Feminism that best suitohiginal role inAlien,
and which best provides a means of exploring thdradictions found in
her image as both the product of male discoursev(iters, director and
producers) and the society’s desire to find indreimage of the liberated
woman.

Ripley and Radical Feminism in 1970s America

What happens to Ripley iAlien is actually the radicalization of her
character through events in the film which expdgepatriarchal nature of
the Company’s plans. The Company represents tharioeé business
interests centred on retrieving the alien for passibio-weaponry
purposes. Ripley’s radicalization occurs late ia fitm, whereas early in
the film she is much more in line with the womenisvement as it was
just prior to the firstiberationists or women who decided that separate
and self-sustaining was better than equal. Theseemosaw that the old
promise of gender equality was merely the perpetnadf the more
conservative social forces that sought to keep wohapeful but waiting
and in check. Within the movement, the debate wawden the earlier
fight for gender equality and the later call forngdete liberation
(Berkeley 1999, 39-55). This struggle parallels filen’'s production
period, and can be read through various dimensiohghe film's
engagement with feminist ideas. In her historyhef movement)aring to
Be Bad: Radical Feminism In America, 1967-197889), Alice Echols
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argues that women within the movement were forcedecide between
two ideologies, “the ideology of gender equalityt the more radical
“ideology of difference” (289). The public view dtfiis difference has a
great deal to do with Ripley’s role in the film, tnjust because of its
popular image as vocal and self-assertive, butusecthe new association
promoted a more militant stance on women’s rigtits. Winifred D.
Wandersee suggests:

The radical feminists offered an extreme critiqeAmnerican society,
which, because it did not allow room for compromisacouraged the
possibility of separatism rather than activism, and a seasclpérsonal
solutions to political problems. (1988, xv)

That separatism manifested itself in a new breemhadpendence and, to
some extent, a form of social alienation, both efp®f which seem
apparent in Ripley’s character.

At its outset,Alien presents us with the perfect paradigm (or perhaps
parody) of the earlier quest for gender equalitg. the single female
officer aboard the commercial towing vehicle, thesiomo, Ripley has
achieved her station in the Company’s chain of camirby hard work, as
is indicated by her take-charge attitude towardydaiocedures, and her
insistence on being included in all discussions thffect the crew’s
mission and the ship’s operation. She strikes awgie as a self-motivated
and career-minded woman, conscious of the latet$rsethat the system
displays when male officers and crew members simglyore her
comments and suggestions. And she deals amialaytlibritatively, even
with these situations, as in the case of the eegiRarker's demands for
equitable pay and Ash’s nullification of her auihpwhen Dallas, the
captain, is off the ship. Parker complains thathd his assistant, Brent,
deserve “equal shares” in the commission of the @wy's business.
Ripley points out to him that he is already entiti® a “full share,”
demonstrating that she knows more than he aboup@oynpay scales and
contracts. With Ash, there are darker motives imedlin his opening the
air lock against her direct order. She would nsk iinfecting the rest of
the crew; he would risk it all for a chance to ek@ran unknown species.
But later, she coxes Ash into letting down his guabout his hidden
desires, and he shows his strange admiration éolethal alien that is now
onboard. She does this, however, only to poinabutiptly his violation of
guarantine and the superseding of her authorithéncountermanding of
her direct order. It seems certain that the audiedentifies both of these
instances initially with Ripley’'s adept handling wfale chauvinism, and
only later, for Ash, with the greater subplot oét@ompany’s desire for
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the alien. Early on, then, Ripley demonstrates remk within the
hierarchy of the Company’s command and would seensupport a
position of equal rights, if she can but get thevemtions of command
and law to support her authority.

Toward the end of the 1960s and into the decadéheffilm, the
women’s movement in America focused its effortsnamen’s rights and
equal opportunity in hopes that women'’s roles watlldnge if they could
escape the traditional confines of home and farhiit had limited their
success in the workplace and society (Tobias 199Z7). The result, by
the early 1970s, was an increase of women'’s paositia business and
social organizations, and a more prominent genarmlerstanding of
women’s leadership acumen (Carden 1977, 35). Bahgds were slow,
and the movement itself had to contend with indrepsliscontent in its
ranks with the lack of gains in two decades ofggite. This was the crisis
that gave rise to the Radical Feminists, and dgttialthe resurgence of
the wordfeministgenerally (Crow 2000, 2). Those who saw themsehges
Radical Feminists now demanded something more dlcanpational role
changes; they called for a separate understandingpmen’s concerns,
and saw sexism and women’s oppression as the eamstes of all other
problems facing women of the day (Crow 2000, 2).

The more radical call for independence coincidétth whe failure to
ratify the Equal Rights Amendment (ERA) after yeafsstate by state
battles and with a resurgence of conservatism arhotly men in power
and women who were voicing their objections to ribdicalization of the
women’s rights movement. The use of the systemhamge the system
was failing, and it is not surprising that the dadrxist mandates of social
reform from the New Left found their way back intbe rhetoric of
Radical Feminism’s demand for an abandonment oftsfto work within
the system. In rejecting the capitalist and pathat mandates of the
society, they began an effort to create a sociéttheir own (Berkeley
1999, 44; Echols 1989, 14). The ideology of differe brought with it
more public demonstrations, and soon developed @ mmilitant public
image for feminists in the movement, an image Hhaitywood and other
media would find an easy label (Echols 1989, 2B8j.it was also natural,
according to Kathleen C. Berkeley, that the radicege became popular:

Women with more flamboyant personalities and stylag little difficulty
in capturing and playing to the media attentiord or these women, the
more outrageous and radical their stance or actimneasier it became to
popularize their political message. (1999, 47)
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Radicalism was a response to a frustration some emofalt over the

failure to accomplish lasting gains. If the womenisovement had

achieved strategic goals, “job access, the right tmedically assisted
abortion, the equal access to credit” (Tobias 199G), there were

objectives that continued to elude them, and fonyrthese culminated in
the stalled passage of the ERA. But the real bplitveen the radicals and
the movement occurred more as a popular image ithaime movement

itself; as Berkeley suggests:

the more liberationists pushed the radical buttba,easier it became for
the media and the public to assume incorrectly tiete was a fixed and
unalterable division between mainstream, liberaladity feminism... and
avant-garde, radical, liberation feminism. (1998) 5

Political exigencies demanded that the movementaientohesive
(Berkeley 1999, 52-54), but the media persisteddgrandizing the new
radical element. Radical feminism became the badngystique of the
movement even as it was legitimately trying to lelish a stronger
feminine base for the core of the organization. eguiently, the Radical
Feminisms were often marginalized even within treevement itself (Bell
and Klein 1996, 10). But women had discovered g¢joitg along with the
system even in order to ultimately change it meampromising at times
their ideals. Co-opted by the very process of tloein involvement in
trying to reform society, many proclaimed societyedeemable and
abandoned political efforts all together (Tobias9719227-228; Crow
2000, 3).

Ripley’s character manages to chart some of tbleaages through her
attitudes and decisions in the film, especially <h&® evolves from a
Company woman, dedicated to equal rights and affiprotocol, to a
radical liberationist who in the final scenes degsr the spaceship,
Nostromo, ending the Company’s commercial and $ifierventures in
direct overthrow of her earlier demonstrations watharity. It is significant
that her initialfeministrole would appear more radical to audiences at the
time than perhaps it was, but it makes clear tha producers,
screenwriters and director, and the film industeneyally, were aware of
the claims for equality made by the movement. Bigppears to achieve
her rank as third officer by an explicit trust lrethierarchical assumptions
of the organization and an investment in the mswoiety of the ship. But
the sexist nature of the patriarchy there finalixervides the hierarchal
structure of command. What at first appears to berety annoying
instances of misogyny in Parker, Ash, and otheusn tout to be an
underlining ideology of the micro-society and itdeintional suppression
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of one woman'’s independence. Ripley appears dt tiirdbelieve in the
system in which she has invested time and energmtipg out
infringements of protocol and regulations when oitdemonstrate neglect
and annoyance with official rule, and so she take$er feminist role in
the audience’s mind initially through moments ajhti action and proper
office.

Alien suggests the nature of this change toward a rfadicaial
awareness in Ripley’s final rejection of the Compaan act that reflects a
major shift in policy within the women’s movemeiihe ERA spent most
of the decade in state houses seeking ratificatfter U.S. Congressional
passage in 1972 (Tobias 1997, 137). The greatest was in 1972-1982
when equal rights were at the forefront of femimiorts and of society’s
awareness. Ripley's self-awareness of her posisbaws a growing
awareness in Hollywood of this situation. Fox Stsdhad already voiced
an interest in stronger roles for women when thépsdor Alien was
submitted. Producers were increasingly aware ofafenaudiences and
looking for more films with female leads (Mcinte®, 25). With what
looked like a possible victory for the ERA in ttad 1970s, women began
to assume a different future, and called repeattatiyhe end of elitism
based on sex (Crow 2000, 1). Advancements in eqyglortunity,
particularly under Title VII of the Civil Rights Acfor a decade or more
had allowed women the legal right to challenge ¢dimination based on
sex” (Wandersee 1988, 17-18). Ripley takes this estitlement to heart,
and confronts job related chauvinism on a numbdrarits. The problem
is that the Company represents more than socidlnegy; it represents
the inherent inequalities of power. Audiences finatalize the Company
for the nefarious force that guides the commeraral capitalist ventures
at the core of the crew's missions, while secrethandating the
prerogatives of scientific acquisition by prioritig the capture of an alien
species above any concern for human life. The gebdeed distinctions
coincide with the Company’s priorities, that théestific discovery, and
potential capital gain, represented by the aliemtweigh human
considerations.

An unseen presence, the Company voices its peisrtly means of
“Mother,” the onboard computer, and by Ash, theesce officer, later
exposed as an android working in the Company’'sréste The hidden
dimension of the Company supports the nature ofigzabal power, a
given in this microcosmic world of quasi-militarormmand structures.
Unfortunately, Ripley's assumptions about authaaigo derive from this
same official order, even though in the end the @amy considers the
crew “expendable” and shows itself more evil eveant the alien. The
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earlier examples of sexism with Parker and Ash beesome more central
as examples of the breakdown of the equal rightsnjge and of the
reaction of the working class against the new wliiation of the

women’s movement.

When Parker attempts to control Ripley by commagdshe come
back to face him and answer his complaints in thgiree room, she
ignores him, turning only as she is leaving to s&yhy don't you just
fuck off,” her words blurred by engine room noisgnen she adds a
parting gibe: “I'll be on the bridge if you need .ine She confronts
Parker's sense of sexual superiority, which is icmatly frustrated by
Ripley self-assurance as an officer. In the year fim was released,
Catherine MacKinnon wrote that “Economic power is sexual
harassment as physical force is to rape” (Tobi&¥ 1914). Parker’s rage
over economic inequality has sexual overtones a&ms at times to
border on physical violence. It may be that thissl@f power triggers a
violence only patrtially veiled in his threats andide sexual innuendoes,
as when he jokes about cuntilinguism with Lambegrahe group dinner
table.

Parker here represents not only the film industgivareness of the
need for racial equality, but also problems assediawith the radical
feminists’ prioritizing gender over race. Critidkd James Kavanagh see
Ripley’'s and Parker’'s mutual efforts against therabs an indication of
the social commonwealth of women'’s liberation amel working classes.
Kavanagh finds minorities at the time strugglingt@rcome a hegemonic
system represented by the computer “Mother” (1990, But the deeper
sexual tensions preclude any kind of true sympdtbiyveen Parker and
Ripley even in the final crisis, a point supportadsegments cut from the
film where Parker “talks to Brett about his desoelo violence to Ripley”
(Kaveney 2005, 135). More to the point, Parkerle mply diminishes
after Dallas’ death when Ripley finally takes char@arker’s early role,
then, is in direct opposition to Ripley as feminmggravated by the fact
that his call for wage equity is simply dismissedHer. If the women’s
movement initially sought to incorporate Marxiseadogy from the New
Left, it ultimately rejected it in favour of a plyegender-based argument
(Roth 2004, 200-205). As Echols points out:

radical feminists’ tendency to subordinate class$ mte to gender and to
speak hyperbolically about a universal sisterhoed w large measure a
reaction to the left's penchant for privilegingsseand race over gender.
(1989, 10)
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Parker stands out in contrast to Ripley, who maisteher authority
specifically in relationship to the ship’s hieraieh It is also apparent that
he reacts not so much to authority adetmale authoritya threat to the
last domain of power accessible to him, sexual poRpley refuses this,
along with his criticisms of the class and wagaicttire, because her
authority is dependent on a system that has, affjcat least, been blind
to gender. She shows no sympathy with his workiagscdemands, and
even ignores his initial complaints. The movemeainihists, Echols
suggests, were often only “anti-capitalist” by gaalssociation with the
New Left; radical feminists, on the other handstdissed economic class
struggle as ‘male’ and, therefore, irrelevant tanvem” (1989, 6-7), and it
never became a priority (Richardson 1996, 147).

But Parker also fits another stereotype of theesipand one that plays
into the film’s sexual tensions. As Shulamith Fioe® characterizes the
situation with men in the Black Power movementha 70s by suggesting
that black women were:

merely a buttress for his own (masculine) self-imathe same old trick in
revolutionary guise: the male defining himself niagdy as man-strong by
distinguishing himself from women-weak, through kisntrol of her...
achieving a false sense of manhood (power) thradmiination of all
females in his vicinity. (Crow 2000, 440)

The gender domination, the frustrated struggleniate authority, and the
working class overtones of the revolutionary sttagare all elements in
the make-up of Parker’s character. Here, by foausiimost exclusively
on Ripley’s feminism, many early critics of thenfilmissed the racial
stereotype in Parker's character. It appears agalms final display of
heroics in stepping between Lambert and the alferan act of self-
sacrifice. Dallas earlier hints that Parker's hesdiave been a problem in
the past, and he warns him against rash actiores.nfdleness of Parker’s
self-image is important, and can be seen at timdsis dominance over
Lambert (almost as if in retaliation for Ripley'emal of this authority).
Ripley prioritizes her own gendered power by rafgsParker’'s claims to
economic equality or sexual authority. She intewdlly ignores both race
and working class arguments, much as the “Whiterfests” of the time
would, whose

universalist ideas about the nature of gender @gje grew out of further
attempts to argue against others who saw feminismdisruptive and
diversionary to radical politics. (Roth 2004, 194)
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Ash’s threat to her authority is different, altigbustill gender based.
He ignores her authority when he opens the air bogicitly against her
command when she would have the infected Kane amdirlg party go
through proper quarantine. Ripley later makes loenroand role explicit
to him, and yet it is clear that Ash’s actions gréded not only by his
desire to retrieve the alien for the Company, buhis distinct dislike for
Ripley as a womanAudiences become aware of Ash’s sexism, even
they do of the crew’s. At times, Ripley and Ash e@pto be competing
for Dallas’s attentions with Ash taking the sidesofence and playing up
aspects of male bonding as they share a fascinaitbnthe nature of the
alien, and Ripley by her demands that Dallas reizegthe legitimacy of
her position as officer and equal. When compardtl wsh’'s obsequious
behaviour around Dallas, whose command he quedhioheever refutes,
with Ripley he feigns a concern for Kane’'s well rggi dropping all
pretence to scientific protocol. Interestingly, wdemost critics find
Ripley a little inhumane in her strict adherenceptotocol at the risk of
Kane’s life (Kavanagh 1990, 79), few have seen tAah tries to
manipulate Ripley by appealing to her humanity, ‘thaditional realms”
of female understanding. This moment, howeveriaites the conflict that
will end with Ash’s attack on her, and his own espie as android.

Feminists of the day would recognize their owrugile for equal
rights in Ripley’s dealings with Parker, Ash, andllBs, as well as
identifying the forces that gave rise to radicdlma Even as Ripley
ultimately becomes conscious of the truth of héfedénce, a faction of
women in the movement were realizing what criticeMand and Klein
see as a crucial realization: “Patriarchy is thprepsingstructureof male
domination,” and “‘emancipation’ or ‘equality’ on ale terms is not
enough” (1996, 11-12). Involvement with the Newtligdd shown that all
conditions of oppression are systemic, not local. tBe early 1970s,
Radical Feminism was talking about a totally newdkof society in ways
that frightened the more conservative elementsoith lmale and female
segments of the culture. But the radical elemerg alsao aware that you
cannot fight the system from within. As Maren Lodad Carden
suggests:

In identifying one's interests with those of anywgo class, one thereby
maintains the position of that class. As long ag diass system is left
standing, it stands on the back of women. (Rowkamdl Klein 1996, 12)

This growing realization of failure, and the permgion of traditional
standards, was a turning point. The more the seg&tm proved incapable

as
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of accommodating ideas of independence, the mommemorefused to
work strictly within the realm of the equal riglggenda.

Underlying the feminist Ripley, however, are evemore basic
problems of the male construction of her gendglien’s director,
screenwriters and producers—all male—were not singrigaging but
reacting to the same ideological shifts in the papimage of feminism
described above. In particular, director Ridleyt§cand producers David
Giler and Walter Hill, both also secondary scredtess, were obviously
taken with the new, more militant feminist imageetthese male ideas
about feminism are the heart of the problem. Theared understanding
of women’s liberation tends toward stereotypes, #rar designs seem
based on popular, often adverse, responses to &dekeninism. Their
choice of a woman to play the part of Ripley and thcus on her final
independence seems to have been a late decistte ifiilm’s evolution.
According to David Mcintee, whose insightful woBeautiful Monsters:
The Unofficial and Unauthorised Guide to the Alemd Predator Films
provides a detailed film history, Giler and Hilh their revisions to Dan
O’Bannon’s original screenplay, added elementsmtif@apitalist and anti-
corporate themes (2005, 25-6). But these conttasklg with Ripley’'s
early insistence on official protocol and her dfficstatus. With their
promotion of Ripley as an equal rights crusadeotiSand the others may
have hoped to gain sympathy for their hero amontafe audiences. And
yet by aligning her with the officer class theyaatonfuse the nature of
her Radical Feminism. The sense of her as a sirfidemist seems to be
supported by the fact that the role was initiallytien as a standard sci-fi
character type; she was to be the one who quesdoti®rity and runs
contrary to general accepted opinions (but whoitably is proven right).
Such rebel figures were important to audience itleation; the hero’s
difference is based on insights into the dangeas dahdiences are sensing
(MciIntee 2005, 25-7).

In addition, Ripley’s role was originally conced/and written by Dan
O’Bannon as unisex, and called “Roby.” Unisexcofirse, meant “male”
in screenwriting jargon from the era, and so wasalty constructed
without any traditional female qualities. “Shusdedis admitted that they
both thought of the characters as all-male, antdfgisthat the option of
using women would make it more marketable”; and dhiginal script
itself reads: “The crew is unisex and all partsiaterchangeable for men
or women” (Mclntee 2005, 22When her gender was changed by Giler
and Hill in their revisions to the script, they lkakier retain most of the
standard character’s rebellious assertiveness @@®kl2005, 25). Ripley
begins as outsider, but in part only because therstin the crew are
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neglectful of their duties and casual about theimoerns with the mission.
That is, other than Kane, who is quick, alert, amv@reager about all
things scientific, but he dies first and leavesone but the robot, Ash, to
see the true consequences of the alien’s presevimmam ship. This is a
horror film, after all, and it must be rememberbdttsuspense is built by
having the audience sense what those in the filmadgeem to know. Yet
Ripley’s identity gets mixed in with this, and aknfnakers began to see
the uniqueness and marketability of a female patay (but also of a
women with an attitude), it becomes clear they ddus perspectivas a
womanto the standardized anticipation that she wilth®sole survivor.

Sigourney Weaver's interpretation of the role gbegond even the
final shooting script in ways that suggest her oparticipation in
feminizing Ripley, but also her sometimes conflicense of her rofe.
The film is a complex interaction of artistic fosgeand not simply the
“product of masculine discourse,” as some have estgg (Gallardo and
Smith 2004, 3). Scott appears to have been caudflguard at times in
interviews by the feminist question, so his commaagive us insights into
the popular notion of feminism at the time: “Mynfilhas strong women
simply because | like strong women,” he says:

It's a personal choice. I'm in no way a male chaistj nor do | understand
female chauvinism—I just believe in the equalitynoén and women. It's
as simple as that. (Knapp and Kulas 2005, 48)

Scott’'s “female chauvinism” may reflect the popuidea of the Radical
Feminists as “anti-male” because of their sepdrdésands. But it is also
obvious that the feminism discussed by the filmmskeas tempered by
the early feminist criticisms of it.

It is on the point of equal rights that criticsese to have mostly
condemned Ripley’s role initially. Robin Wood, forstance, writing in
the 70s, finds Ripley’s feminism simplistic, a retlan of complex issues
to clichés. The film, he complains, does not live to its own
expectations:

What it offers on this level amounts in fact to nwre than a 'pop’
feminism that reduces the whole involved questibrsexual difference
and thousands of years of patriarchal oppressiahedddright suggestion
that a woman can do anything a man can do (almd$5, 218-219)

1 cf. Walter Hill and David Giler, "Alien" Final Stming Script. 1978.
http://www.dailyscript.com/scripts/alien_shootinguih



