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In this dissertation, I bring together film theory, literary criticism, anthropology 

and psychology to develop a paradigm for the study of teen films that can also be 

effectively applied to other areas of pop culture studies as well as literary genres. 

Expanding on Thomas Doherty's discussion of 1950s teen films and Ian Jarvie's study of 

films as social criticism, I argue that teen films are a discrete genre that appeals to 

adolescents to the exclusion of other groups. Teen films subvert social mores of the adult 

world and validate adolescent subculture by reflecting that subculture's values and 

viewpoints. The locus of this subversion is the means by which teenagers, through the 

teen films, vicariously experience anxiety-provoking adult subjects such as sexual 

experimentation and physical violence, particularly the extreme expressions of sex and 

violence that society labels taboo. Through analyzing the rhetoric of teen lifestyle films, 

specifically the teen romance and sex farce, I explore how the films offer teens vicarious 

experience of many adolescent "firsts." In addition, I claim that teen films can effectively 

appropriate other genres while remaining identifiable as teen films. I discuss hybrid films 

which combine the teen film with the science fiction genre, specifically Back to the 

Future and Bill and Ted's Excellent Adventure, and the musical genre, specifically Girls 

Just Want to Have Fun and Dirty Dancing. In my discussion of the slasher film, 



specifically the Halloween. Friday the 13th. and A Nightmare on Elm Street cycles, I 

highlight how teen films function as a safe place to explore the taboo. Finally, I discuss 

the way in which the teen film genre has evolved in the 1990s due in part to shifts in 

social and economic interests. The teen films of the 1990s include the viewpoints of 

women, minorities, the handicapped, and homosexuals and question the materialistic 

ethos of the 1980s films. 
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CHAPTER 1 

GENRE AND THE TEEN FILM 

Film Language 

James Monaco states in How to Read a Film that films are different from spoken 

and written languages which can be used for intercommunication because film is a one-

way communication (132). Language systems deal well with abstractions and ideas 

while film language gives an extremely close approximation of reality and presents us 

with "short circuit signs in which the signifier nearly equals the signified" and a 

"continuous, non-discrete system in which we can't identify a basic unit and which, 

therefore, we can't describe quantitatively" (Monaco 130). If this is the case, how then 

does a viewer make sense of a film text? 

Monaco states that "we all know well that we must learn to read before we can 

attempt to enjoy or understand literature, but we tend to believe, mistakenly, that anyone 

can 'read' a film" (125). Film uses cultural codes, shared artistic codes (mise en scene), 

and codes unique to the cinema (montage), and these codes are the "medium" through 

which the "message" of the scene is transmitted; the specifically cinematic codes together 

with the shared codes make up the syntax of the film (Monaco 148). I.C. Jarvie, in 

Movies as Social Criticism, relates an experiment that illustrates that film literacy is 

learned. African tribespeople were shown a health education film and then asked what 
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interested them. The tribespeople began to discuss a chicken that was in the background 

of the film's narrative action. The tribespeople didn't know which things within the 

frame of the film to pay attention to and which to ignore. When characters left the screen, 

they wanted to know where they went; if the camera panned, the audience assumed the 

ground was moving. If there were closeups, they thought the people were getting bigger. 

According to Jarvie, it took the experimenters years to teach the audience film literacy 

(16). Although this story is likely exaggerated, it does make two major points: film 

literacy is learned and audiences will take what is useful for them from the information 

presented within a film text. 

Christian Metz has discussed the visual image and the conventions used in 

presentation of it in film. He states that the visual image can be divided through looking 

at the way it is manipulated. The modification of time between the visual images is 

called montage, the juxtaposition of shots; the modification of space within the the visual 

image is called mise-en-scene, the placement of objects and characters within the frame 

of the film (Monaco 142). 

Within montage, there are two kinds of connotations which are created— 

syntagmatic and paradigmatic. When the significance of a shot depends on comparison 

with preceding or following shots, it may be called syntagmatic connotation (Monaco 

131). An example of this is the shot-reverse shot convention used in filming 

conversation. The shot of the person speaking makes sense when juxtaposed with a shot 

of another person responding to the speech. When the connotation of a shot depends on 

the audience's awareness that it was chosen from a variety of possible shots, this is a 
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paradigmatic connotation (Monaco 132). An example of this is audience awareness that a 

scene is being shot from a particular point of view or using particular lighting and 

understanding the connotation that that choice makes in perception of the scene. Perhaps 

the most famous use of paradigmatic connotation occurs in Citizen Kane where high 

angle shots correspond to Kane's dominant position and low angle shots are utilized for 

the other characters in the film who are subservient to him. 

Mise-en-scene refers to the information contained within the individual film shot. 

Using Citizen Kane as our example again, mise-en-scene creates a tableau of information 

in screen space. For example, when Kane's wife has overdosed, the deep-focus shot 

features the bedside table with pills in the foreground and the unconscious woman in the 

background. This shot utilizes mise-en-scene to further the plot without use of dialogue. 

In Chapter 4,1 discuss the way that teen horror films use mise-en-scene to create tension 

in the viewer. 

Films make use of literary techniques as well, including metonymy, substitute 

naming, and synecdochy, where a part stands for the whole or a whole for the part 

(Monaco 135). If we see a closeup of a hand, we assume that it is part of a whole person, 

just as a closeup of a character's face is not mistaken for a head separate from a body. 

Point of view is another technique used in film as well as literature. Usually there is an 

omniscient point of view used in establishing shots which is later replaced with a 

particular point of view evidenced in over the shoulder shots. For the film literate 

audience, comprehension of these techniques becomes almost intuitive. 

Jarvie discusses additional ways the filmmaker and audience interact. He focuses 



on two activities: selection and interpretation. He states that selection occurs when "from 

the flux of experience" the filmmaker chooses an experience to relate (141). This 

selection is then interpreted through understanding of the conventions the viewer must 

have both mastered and compensated for. Thus movies, according to Jarvie, "are read by 

an active and interpreting mind, not just passively viewed or absorbed" (141). Jarvie uses 

this idea of selection and interpretation to refute the direct influence theory1, which 

describes film viewers as passive ingesters of information, as simplistic and unrealistic, 

and promotes instead the selective perception theory2, which describes the process of 

communication in terms of an active viewer who may accept, reject, or negotiate a 

relationship with film material. In my reading of the selective perception theory, I have 

found that social factors are the most important component in the interpretation of film 

texts. The viewer will identify with a text through shared social factors and will tend to 

believe as true that which appears in a in a film text which is beyond their personal 

experience. 

These social factors explain what Herbert J. Gans calls "taste subcultures," the 

audiences attracted to a certain kind of film (quoted in Jarvie 109). It is my argument that 

taste subcultures share the same social factors and that these factors influence the 

subculture's relationship with the images and messages of the film. The story about the 

African tribespeople illustrates the necessity of shared social factors. The reason why the 

tribespeople focused on the chicken may be attributed, in addition to their ignorance of 

film conventions, to the fact that the only social factors the viewers and the film had in 

common was the chicken. The chicken was the only thing featured in the film which 



indicated an overlapping of the two societies. 

The Genre Film 

But why would an audience be attracted to a particular film? Jarvie states that the 

dual possibilities of identification and escape attract audiences because movies picture 

"heroes of events or locales with which the moviegoer can identify" (126). Through 

identification, the audience participates vicariously in the action of the film. Another 

attraction of films lies in their function as agents of information about life and procedures 

for coping with problems. Film viewers can learn from movies informally because many 

film narratives feature situations that viewers will most likely experience. In addition, 

film learning incorporates Mendelsohn's reference group theory3 because "many movie 

stories are not set in the group to which most of the audience belongs, but rather among 

groups to which they would like or even aspire to belong" (Jarvie 128). 

The term "genre," as used in film criticism, refers to a group of films which are 

connected by repetition of similar characters, settings, plots, themes, and stylistic devices. 

A genre develops when a film, or series of similar films, proves popular with the 

moviegoing audience. These genre films tell and retell stories that have proven 

successful in the past. Genres serve as a story a culture tells itself and continue in 

popularity as long as the culture still values the ideas represented in the genre. John 

Cawelti says that each genre has as its root a "supertext" that serves as an "abstract of the 

most significant characteristics or family resemblances among many particular texts, 

which can accordingly be analyzed, evaluated, and otherwise related to each other by 

virtue of their connection with the supertext" (56). These "supertexts" are what Henry 



Jenkins finds are created when films engage in the act of "worldmaking" and calls genres 

"pre-fabricated worlds which we have come to recognize because of their possession of 

similar geography, history, sociology, psychology, and moral philosophy" (36). 

V.F. Perkins discusses the importance of the use of conventions as aids to 

comprehension of texts. Part of film as a medium and film genres specifically is the use 

of certain conventions "to create structure and sense for a type of vision which is divorced 

from so much of the normal manner and purpose of perception," and without which films 

would not "cohere as a portrait of the world" (72). Because the world of the film is pre-

fabricated, the narratives, cause-effect relationships, and proper emotional responses to 

the films are also prescribed (Jenkins 36). Jenkins sees genre films as battlegrounds for 

coping with the "affective shockwaves generated by dominant socio-cultural 

tensions"(36) and thus the repeated struggles faced within a given genre reflect struggles 

within the society that created the genre. Leo Braudy states that one of the major 

functions of film is to "know the way we see and have been seen ourselves" and that 

"genre films may...contain a more accurate description and a more satirical critique of the 

values of the society that produced them than can the serious film" (180). 

Although a wide variety of responses are possible within an audience, Jenkins 

notes that people share a number of experiences as "members of a given social class, race, 

and gender living within a certain culture, speaking a certain language, (and) interacting 

with certain powerful institutions" (37). These experiences greatly influence the way 

members of these groups perceive a given text. Genres touch on the experiences of 

members of their target audiences and thus lend themselves to preferred readings by their 



audiences. John G. Cawelti recognizes that although a film may offer an intended 

reading, the viewer may interpret it in quite a different way. Members of the audience 

can "oppose this reading by rejecting the dominant ideology of the text" or "they can 

negotiate meanings that accept the dominant ideological frame, but that find space within 

it to negotiate inflections that suit their own class positions" (Cawelti 59). The comedy 

film, for example, provides a site for the "expression of subversive and antisocial urges 

while insuring that nothing that is said or done can be taken seriously" (Jenkins 41), and 

this statement may be applied to other genres as well. In comedy, this subversive 

expression is couched in humor. In the horror film, it is displaced to the killer, with 

whom the audience often shares point of view. It is one of the properties of film that 

vicarious experience including taboos are explored in a safe environment. 

V.F. Perkins, in Film as Film: Understanding and Judging Movies, states that 

films create a world in which reality proceeds through "a sequence of privileged moments 

during which actions achieve a clarity and intensity seldom found in everyday life" (69). 

Part of the pleasure derived from film viewing is voyeuristic, and it is through this 

voyeuristic perspective that audiences engage in vicarious experience through the 

characters in the film. Perkins terms this "seeing safely" and says that this sight allows 

viewers to "stare at screen characters, invade their most private actions and reactions, 

with an openness and persistence (which involves) no risk and no 

responsibility...inspection and reaction can be quite free and unembarrassed" (72). This 

experience leads film viewers to associate with attitudes, thoughts, and feelings which are 

not their own or which are outside their normal range (Perkins 138). 
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Although vicarious experience is a part of the pleasure derived from the film 

viewing experience, identification with characters within film narratives may also be 

replaced with pleasure derived from "a relationship of superiority to the characters 

ridiculously involved with the action of the film" (Perkins 139). Because an audience can 

never totally associate with the world of a film, this distance allows for the safe 

experience of that which is painful and frightening. In the case of horror films, for 

example, the audience is allowed to " enter into the event without caring much about the 

personalities. The spectator's involvement is a hopeful dread, both wishing and fearing 

to be brought face to face with the worst thing in the world" (Perkins 140). 

Genre and the Teen Film 

The audience is one of the key components in genre theory. In order for the 

audience to connect to a film, the film must be gauged for them. Before television, Jarvie 

has found, Hollywood made movies assuming that the American audience was 

homogeneous, which it never really was. After television, film producers, in an attempt 

to regain their audiences, became gimmick and style conscious. If a film became 

popular, every company tried to produce copies and follow-ups (Jarvie 110). In the mid 

1950s, the film audience became "increasingly subdivided into clearly identifiable 

subaudiences, primarily defined by age, but also by income, education, and ethnic 

background" (Jarvie 121). Since that time, films have been targeted at these specific 

groups in order to achieve the most success. Peter Roffman and Jim Purdy in The 

Hollywood Social Problem Film: Madness. Despair, and Politics from the Depression to 

the Fifties discuss the way an audience responds to genre films: 



the genre film (is an) important means of categorizing and marketing a 

movie. If the public knew the picture was a Western or a musical, a 

screwball comedy or a horror movie, a gangster film or a woman's picture, 

then it knew what ingredients to expect; it was simply a question of how 

the ingredients would be mixed this time around...repetition meant a 

relatively effortless participation by the audience in the familiar screen 

experience. (3) 

Films create worlds composed of cinematic and non-cinematic codes which when 

repeated create supertexts or genres. These genres are read by the viewer and serve a 

variety of functions. Ian Jarvie discusses the way that adolescents relate to film, and 

specifically to teen films. He finds that because of the functions teen films serve for their 

audience, "movies are perhaps more a medium for adolescents than they are for either 

children or adults" (36). The content and context of teen films influences "learning, 

socialization, personality formation, and even the way people form into groups" (xi). 

Adolescents are a discrete group in society; they are neither children nor adults. Jarvie 

describes this as "a split between youth and the rest" (29) and it is because of this split 

that teen films are catered to youth to the exclusion of other groups. Jarvie's book focuses 

on the social psychology inherent in the film viewing experience and defines the 

psychological functions of film for teens in the following way: 

the experience of mass entertainment acts as a relatively non-threatening 

common focal point which in turn serves three very important functions 

for the teenager. First, sharing interest in the same kind of experience 
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makes for feelings of mutual rapport. Second, by adopting unique forms of 

mass entertainment...teenagers accomplish a certain temporary degree of 

unique status that serves to identify them~to themselves, to other 

teenagers, and to the world at large. Third, by engaging in the activities of 

mass entertainment the teenager is offered mechanisms that facilitate his 

relationships with those teenagers whose support they so actively seek. 

(132-3) 

This definition explains the function of the filmgoing experience for the adolescent, but 

does not address the adolescent's use of the content of teen films. The content of these 

films, notes Jarvie, helps teens to "come to terms with emotions which are relatively 

unrestrained in a child, and especially emotions about themselves and towards each 

other" and those feelings are explored through narratives dealing with the concept of 

romantic love (37). He describes the content of teen films as "vivid and experimental 

pieces of information, providing plenty of material for discussion" (38). 

In the genre of the teen film, Monaco finds, "the key constraining influences are 

parents and school. The hero or heroine's articulation of independence or pursuit of 

pleasure occurs in spite of and against the ideologies and prohibitions of their family, 

teacher, or adult advisors" (Turner 177). Teen films offer up their own ideology, 

engaging in a process of self-legitimation through the depiction of children as 

"knowledgeable and certain" and deligitimation of the dominant culture through images 

of parents as "confused and unsure" (Jarvie 131). 

I am aware of only two books which have been devoted specifically to the 
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discussion of the teen film. The first of these is Thomas Doherty's Teenagers and 

Teenpics: The Juvenilization of American Movies in the 1950s. In his book, Doherty 

charts the rise of the teen film from its emergence in the 1950s and attributes the rise of 

teen films to the popularization of television and the breakdown of the Hollywood studio 

system. He writes that teenagers possessed the "requisite income, leisure, and 

garrulousness to support a theatrical business" (3) and describes the function of teen 

films: 

Teenpics are occasions for public demonstrations of teenage presence, 

identity, and solidarity. They provide an explicit recognition that sends a 

degree of implicit validation to teenagers as an authentic subcultural 

group. Through the simple appearance of a teenpic at a downtown venue, 

the parent culture validates and reinforces, in its own citadel, the teenage 

subculture. (98) 

Doherty's book uses a historical approach in listing the social and economic factors 

through which the teen film emerged. His discussion of the films themselves is a 

catalogue of the major narrative groups into which the teen films of the 1950s could be 

organized. I am indebted to him for his work, for it lays the foundation for mine and 

provides a site for the contrast between the films of the 1950s and 1980s. 

Jon Lewis' On the Road to Romance and Ruin: Teen Films of the 1980s discusses 

film in the 1980s, but he defines the teen film as "the principal mass-mediated discourse 

of youth; a discourse that rather glibly and globally re-presents youth as a culture" and 

states that he plans to study "films about teenagers, not films marketed at teenagers" (2). 
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Lewis' book is concerned with the way teenagers have been depicted by adult film 

producers, and thus his focus shifts from a discussion of teen films to films featuring 

teens. While I recognize that all teen films are constructed by adult producers, Lewis fails 

to recognize that the filmmakers are producing films with characters and narratives that 

have proven popular with the teen audience. My dissertation studies what those 

characters and narratives are and why teens pay to see them time and time again. 

William Paul's Laughing Screaming includes many insightful readings of teen 

films, but his ultimate goal is the description of modern horror and comedy films. He 

writes of the vulgarity of these "gross out" films, which he defines as "animal comedy" 

(110). These comedies are "directly focused on sexuality" and although "repression...is 

lurking just around the corner [and] free sexual expression generally ends up contained [it 

is] only after it has been indulged" (110). Many of Paul's animal comedies are teen films 

as well, and so Paul addresses the depiction of adolescence in these films, but he 

differentiates "animal comedy" from teen films in general. Paul's discussions of animal 

comedy provide an effective methodology for my study of the sex farce, a sub-category 

of the teen film genre. 

Amazingly, William Palmer's The Films of the Eighties: A Social History 

provides only cursory discussions of the teen films of the decade. He refers to Risky 

Business and the Angel films as hooker-with-a-heart-of-gold sexploitation films (256) 

and devotes only one paragraph to The Breakfast Club and Sav Anything, "two of the 

more serious of the hundreds of teen problem films of the eighties," based on their plots 

which he sees as largely about the "sins of the fathers" (294). Most teen films in the 
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1980s, according to Palmer, are manifestations of teen rebellion against yuppie parents, 

but throughout the book, Palmer focuses his discussions on the texts featuring the yuppie 

parents instead of the teen films reacting against them. 

The Teen Film Genre 

The teen film, as I define it, is a film which features teenagers as main characters; 

however unlike Lewis I include only those films featuring teens which are marketed to 

teens to the exclusion of other groups. This may well mean that audiences who were not 

teens or pre-teens in the 1980s have not seen these films. The narratives of teen films 

focus on adolescent obsessions in two areas: romantic love and rites of passage. Teen 

films are set in the domain of the teen-home; the suburban high school; summer camp; 

the beach; the mall. Teen films are also characterized by use of popular music 

soundtracks, fad clothing, and slang terminology. 

Why would teen films provide little appeal for an adult audience? One has only to 

look at the cursory reviews that have accompanied the teen films of the 1980s. The films 

are described as repetitive, self-absorbed, and angst-ridden, and then are quickly 

dismissed. I have chosen to study this group of repetitive films as a genre, with a formula 

that is not just financially viable, but which provides a social and psychological service to 

its audience. Over four hundred teen films were exhibited in the 1980s4, yet I have been 

joined by only a few scholars in discussing their significance and explaining their 

characteristics. 

The term "teen film" has been used often in describing film texts, but critics have 

neglected to define it. It seems that with teen films, the critics just seemed to know them 
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when they saw them. This is precisely the nature of genre. Genre films balance between 

the familiar and the novel. In "The Law of Genre," Jacques Derrida states that genres 

create a "law" and that each text within the genre becomes a "text of the law" and 

resonates with everything that has come before it (69). Genres are characterized by 

repetition of narratives, character types, and settings, as well as stylistic choices such as 

lighting, camera work, and music. 

If teen films are a genre, then what are the characters, settings, and plots that have 

become familiar? In the teen film, as I define it, the main characters must be teenagers. 

The settings of teen films vary from film to film but are always ones within the teens' 

domain: the school, the home, the mall, summer camp. The plots of teen films vary as 

well, but all are linked by common characteristics. Teen films are about exploration--

about firsts. Typical plots include the first date, the first kiss, and the first sexual 

encounter, as well as other rites of passage including getting the driver's license and 

graduating from high school. 

Teen films fulfill a number of functions for their audience. Teens have a chance to 

overcome fears about the unknown, to experience through film those things they will 

have to deal with in life, to learn how to deal with peers and adults in a variety of 

situations, and to be entertained by satirical views of experiences with which they are 

familiar. 

To a large extent, teen films are characterized by topicality and exploitation of 

current events. This topicality is manifested clearly in such elements as soundtrack, 

dialogue, and clothing. The teen film soundtrack will invariably feature current top 40 
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hits, new songs by familiar groups, or reappropriations of older songs. The dialogue in 

teen films is full of current slang as well as new terms which may be picked up by the 

audience for use. The clothing in teen films is stylish and modern for the date of the 

film's release. Because of these elements, teen films become quickly dated and discarded. 

This does not, however, diminish the value of the films. At the time of its release, a teen 

film provides a setting and characters both familiar and believable to the audience and 

thus allows the viewers to identify with characters as they experience all of the "firsts" 

audience members themselves will experience or have experienced. For these teens, the 

films are invaluable. They validate the audience as a group through their recognition of 

their subculture and its customs, music, and language. 

In this dissertation, I define teen films as a genre through discussing major plot 

types that have recurred in the films of the 1980s: the teen lifestyle film, with its 

subcategories of teen romance and sex farce; and hybridizations of the teen film with the 

science fiction, musical, and horror film genres. 

In the second chapter, I discuss a group of films which formed the basis of the 

teen film genre and formed the majority of the teen films produced in the 1980s~the teen 

lifestyle film. These include the John Hughes films as well as the Porkv's cycle. I analyze 

the John Hughes film cycle as an example of the teen lifestyle film, specifically Sixteen 

Candles. The Breakfast Club. Ferris Bueller's Dav Off. Pretty in Pink, and Some Kind of 

Wonderful. These films provide examples of both the romance and social problem film as 

well as the way in which both plot lines work together within single films. These are the 

films that most obviously adhere to my definition of the teen film genre. They are 
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characterized by popular music soundtracks and an emphasis on current slang and 

clothing styles. The sex farce, which I explore in detail with the Porky's cycle of films, 

features characters whose ultimate goal is a sexual encounter. These films exploit the 

audience's curiosity about the opposite sex and about the act of sexual intercourse itself. 

In addition to these films, I also describe the teen lifestyle parody Heathers. This 1989 

film highlights the salient characteristics of the teen lifestyle film through a parody in 

which the adolescent struggle for acceptance, power, and love, which is treated with 

deadly seriousness in this genre, actually results in murder. 

In the third chapter, I focus on hybridizations of the teen film with established 

genres. I describe how hybrid genre films pull together the narrative and stylistic 

strengths of both genres to create films which are often more effective than their purer 

counterparts. Teen films in the 1980s hybridized with many established genres, including 

the sports film, the war film, and the western. For the purposes of this study, I have 

focused on hybridizations of the teen film with the musical and science fiction genres 

through discussion of the teen musicals Girls Just Want to Have Fun and the Breakin' 

cycle and the teen science fiction films Back to the Future and Bill and Ted's Excellent 

Adventure. The musical genre provides a site for heightened exploration of the teen 

film's reliance on popular music and fads, and the science fiction film genre functions as 

an agent of fantasy and social criticism while fulfilling the objectives of the teen film 

genre. 

In the fourth chapter, I extend my discussion of hybrid genre films through 

discussion of the most prolific teen film hybridization in the 1980s~the teen horror film. I 
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discuss the three major cycles of horror films which began in the early 1980s and 

continued throughout the decade: Halloween. Friday the 13th. and A Nightmare on Elm 

Street. In addition to these major cycles, I also analyze parodies of teen horror films, 

specifically the film Student Bodies. I have chosen the cycle films for discussion because 

of their prevalence and because they provide variations on a single theme: the pursuit of 

attractive, barely-clad, teenaged girls by an identifiably male killer who is eventually 

killed or temporarily stopped by the last female left alive. Within the chapter is a 

discussion of the way that horror films fit into the teen film genre as one of discovery and 

firsts, and what the plots and representations of male and female roles say to and about 

the teen audience for whom they are made. In addition, I discuss the way that parody 

films serve two major functions: to validate that a genre in fact exists and to present the 

basic characteristics of the genre in an obvious and self-conscious fashion. 



ENDNOTES 

1. Jarvie discusses the direct influence theory as closely connected to Marxism and states that 
this theory posits the audience as targets, as "passive recipients of what is shot at them as well as 
similar to each other" (13). Gans describes direct influence as the "hypodermic theory" (1960). 

2. The selective perception theory recognizes that "any influence a film may exert is at least a 
joint product of the intentions (and accomplishments) of the filmmaker and interests of the 
moviegoer" (Jarvie 15). 

3. Mendelsohn's 1966 study explains that audiences aspire to be like the "glamorous and 
powerful" in films, and Powdermaker's 1950 study asserted that audiences do not question the 
validity of events in movies which are outside their own experiences (Jarvie 129). 

4. I have compiled a filmography listing the teen films of the 1980s. See Appendix. 
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CHAPTER 2 

THE TEEN LIFESTYLE FILM 

The Emergence of the Teen Film 

Teen films first emerged as a genre in the 1950s and enjoyed popularity during 

that decade, but waned in the sixties and seventies as the rise of the independent 

filmmaker and social concerns like Vietnam and the sexual revolution moved to the 

forefront of American consciousness. The glut of teen films in the 1950s may be 

attributed to the fact that they appealed to the enormous number of adolescents and pre-

adolescents of the Baby Boom. It is not unusual, therefore, that the teen film genre 

experienced a resurgence in popularity in the 1980s when the Busters, children of Baby 

Boomers, reached their adolescence. In addition to population fluctuations, there are a 

number of social factors that contributed to the rise of teen films in the 1980s as well. 

The films of the 1950s focused on teen rites of passage and teen attempts to 

establish identity and gain power in the face of a strictly regimented and hierarchical 

family and social structure. Teens in the films of the 1950s often work out frustrations 

against parents who they feel exert too much control over their lives. In contrast, the teen 

films of the 1980s reflected a different social structure in which both parents were often 

workaholic yuppies searching for happiness in material gain and evaluating their 

parenting skills in terms of what they could buy for their children. In The Road to 
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Romance and Ruin: Teen Films and Youth Culture. Jon Lewis noted that teens from the 

1950s on have withdrawn into alienation due to 

(1) the failure of adult society to provide adequate role models; (2) the 

absence (due to significant cultural, political, and economic change) of 

discernable and tradition bound rites of passage into adulthood; (3) the 

adult generation's refusal to grow up (the descent into suburban leisure, 

the persistence of rock-and-roll); (4) the celebration of youth as the 

sine qua non of contemporary happiness (the pervasive nostalgia for one's 

own youth that seems to elide just how difficult it is being young); and (5) 

the irresistibility of particular filmic role models... who have rendered 

anomie hip. (34) 

In 1985's The Breakfast Club, the "basket case" played by Ally Sheedy has become a 

withdrawn wreck who goes to Saturday detention because she has "nothing better to do," 

not because of drugs, but because, as she reveals in an intensely intimate moment in the 

film, "They [her parents] ignore me." Her problem, and the problems of many 1980s 

teens, springs from the absence or disinterest of parents. William Palmer's The Films of 

the Eighties: A Social History neglects to identify the teen film as a major genre in the 

1980s, but does state, in what mention it does make of teen films, that films like Riskv 

Business. Sixteen Candles, and Ferris Bueller's Dav Off "portray the rebellion of the 

eighties teen generation against their yuppie parents' attitudes and things" and that "these 

neglected teens get attention by trashing their parents' uniform and all its accessories" 

(297). 



21 

When parents are present in teen films, they are overbearing, evil or incredibly 

clueless. In Sixteen Candles. Samantha's parents completely forget her sixteenth 

birthday. In Heathers. J.D.'s homicidal tendencies are rooted in his father's penchant for 

blowing up buildings (one of which blew up with J.D.'s mother inside). In the same film, 

Veronica's parents allow her to call them idiots. In Bill and Ted's Excellent Adventure. 

Ted's father is an overbearing police officer and Bill's father is married to a high school 

student that Ted has dated. In Pump Up the Volume, a girl is led to self-destruction 

because she is under pressure from her father to be perfect. The destructive power of 

parental control is further seen in The Breakfast Club when the Emilio Estevez 

character's father pressures him to be a man and to prove his masculinity through the 

torture of a smaller, weaker teen. 

The threat of nuclear annihilation which appeared in films after WWII was 

relegated to the science fiction film in the 1950s, but found its way into the teen film 

narratives of the 1980s. The cold war and Reaganite yuppyism combined to create teen 

narratives in which the problems are not so much parental control, but lack of parental 

presence and attention. Nuclear fear leads to an existentialist view which appears in a 

number of the teen films of the 1980s. In War Games. Gleaming the Cube. Pump Up the 

Volume, and Heathers, the teens espouse the view that the world is in danger of blowing 

up at any time. In War Games, the teens are worried about this possibility and ultimately 

save the world, at least temporarily; in Gleaming the Cube and Pump Up the Volume, the 

teens decide to reject moral and social codes and go ahead and do what they want- after 

all, if the world is going to end, why follow rules; in Heathers, the characters decide to 
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take control over death themselves by murdering other students and committing suicide. 

Anatomy of the Teen Lifestyle Film 

Teen lifestyle films fall into two major categories: first, those films that attempt to 

replicate teen experience through the production of a realistic facsimile of teen life and a 

focus on social problems and romantic love; and second, the sex farces which focus on 

the quest for sex. 

Teen films may also be divided based on the struggles faced by the protagonists in 

the film. Class struggle is the most predominant problem in the teen films of the 1980s. In 

films such as Can't Buy Me Love. Pretty in Pink. The Breakfast Club, and Heathers teens 

struggle against each other over minute socio-economic class distinctions. All the teen 

films of the 1980s are set in predominantly white, middle-class, suburban schools, yet the 

characters are defined within the films as "rich" or "poor." These differences usually 

break down to ones like those in Can't Buy Me Love or Pretty in Pink where the rich and 

poor characters both have cars, but the rich character has the new, cool, expensive car and 

the poor character drives an old family car. 

Teens also struggle against authority in the form of parents, school officials, and 

the adult world. In Ferris Bueller's Day Off. License to Drive. Don't Tell Mom the 

Babysitter's Dead, and Pump Up the Volume, the protagonists first reject the status quo 

and establish their independence. The films ease the teens' rejection of the status quo 

through the presentation of adult authority figures as evil or stupid. Jon Lewis describes 

this process of rejection in his discussion of the 1979 film Rock n Roll High School 

the adults are so ridiculous, so hateful, so stupid, we hardly care what 
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happens to them. Rather we share a kind of euphoria in the anti-society of 

the young, which here seems an altogether appropriate response to the 

banality and corruption of "culture" as represented to them by their 

parents. (41) 

Once the teens establish their independence, they renegotiate their relationship with the 

status quo. Most teen films end with a new teen-sanctioned status quo that is virtually the 

same as the one they rejected. Teens don't really want to change the world, they just want 

to feel that they had some say in its construction. Even the most extreme teen film of the 

1980s, Heathers, ends with Veronica's establishment, not of a school social structure 

devoid of hierarchy, but of a kinder, gentler monarchy with the protagonist in charge. 

Whether the teen film is primarily a romance or a sex farce, it is concerned with 

the rites of passage that are a part of adolescence. A number of teen films deal with 

getting the driver's license, or more generally, with the ability to drive a car. In License to 

Drive, as the title indicates, the boy's hopes for getting the girl of his dreams, achieving 

popularity, and asserting his independence are tied into the acquisition of a driver's 

license. When he fails his driving test, he drives anyway, and the adventure begins. In 

Can't Buv Me Love, the protagonist's status as an outsider in his high school culture is 

evidenced through sequences in which he drives a riding lawn mower and has to borrow 

his father's station wagon. The popular girl whose affection he seeks drives the then-

stylish white Volkswagen Cabriolet. In Pretty in Pink. Andie's car, a KarmannGhia 

which is old and out of style, is the object of ridicule by the "cool" kids. 

Dating is another focus of teen films. This concept is explored in most teen films, 
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but is the primary concern in a number of John Hughes films: Some Kind of Wonderful. 

Pretty in Pink and Sixteen Candles. In all these films, the obstacle to happiness for the 

couple is socio-economic. In Some Kind of Wonderful. Keith Nelson, played by Eric 

Stoltz, yearns for Amanda Jones, played by Lea Thompson, but knows that he will never 

have her because she is popular and he is not. The film reinforces this social matching 

concept by ending the film with Keith's romance blooming not with Amanda, but with 

Watts, played by Mary Stuart Masterson, another social outcast who has been Keith's 

friend all along. In Pretty in Pink. Andie and Blaine are separated by a social and 

economic gap. Andie comes (literally) from the wrong side of the tracks, wears vintage 

clothing, and works after school. Blaine lives in a mansion, has a membership at a 

country club, and wears only designer clothing. Again Hughes argues for the necessary 

separation of the classes as he shows Andie reconcile with Ducky, another unpopular 

student who has always loved her, at the end of the film. Andie ends the film with Blaine, 

but only after Ducky has given his blessing and Blaine has rejected his own social clique. 

Blaine and Andie cannot be together at the prom, for their relationship is not sanctioned 

within their teen society. They embrace in the parking lot, away from the other students, 

as the final credits roll. In Sixteen Candles, the outcome is more favorable, since the only 

obstacle to romance is not class, but age. Samantha finds romance and a birthday cake at 

the end of this film. 

Class and authority struggles are usually embedded within teen romances. The 

teen romance may be explained using Mendelsohn's reference group theory. In teen 

films, a class system is established and the characters are placed within the system. The 
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low prestige class in the films aspires to become part of the high prestige group. Teen 

films temper this prestige aspiration, however, with a social message. In the teen films, 

the protagonist usually attains some success, but with a cost. The protagonist then rejects 

the prestige group and attempts to reconcile the high prestige and low prestige groups. In 

Can't BUY Me Love, the protagonist achieves the popularity he has always desired, but 

loses his best friend and the girl he loves. At the end of the film, the protagonist decries 

the artificial barriers of social cliques and reminds now warring factions that they were 

best friends in elementary school. The film ends with a handshake between the rival 

factions, accompanied by applause from the student body. 

Perhaps the largest single obsession of the teen film is sex. The quest for sex is the 

self-proclaimed topic of many of the teen films of the 1980s. In The Last American 

Virgin, a group of boys work to avoid the title distinction. In Fast Times at Ridgemont 

High. Losin' It. Porky's. and Private School, ensemble casts explore sex with varied 

consequences. These films differ from teen romances in that they are much more stylized. 

The films feature an ensemble cast of character types: the cute boy or girl; the shy 

academic; the fat guy. The attractive character serves as a reference group for teen code 

of conduct and as an object of desire. The academic is an audience surrogate who finds 

love in the midst of the turmoil of teen life. The fat guy represents the low prestige social 

group and is used for comic relief in the film. Sex farces share one common plot—the 

quest for sexual liaisons. The quest for sex controls the action of the film and is met with 

various successes, failures, and complications along the way. In viewing films like 

Porky's and Losin' It. teen viewers explore the forbidden area of premarital sex in the 
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safety of the movie theater. 

In the teen horror film, the overwhelming interest that teens have in sex is 

explored overtly and accompanying fears, reservations, and societal restraints appear as 

well. Teen horror films inevitably feature teens in situations free from parental control. 

The teens pretend to be adults by taking on the role of babysitter or camp counselor. 

When teens in the films engage in extramarital sex, the audience knows they're going to 

be killed either on the way to the act, during the act, or following the act. This formula 

reflects the mingling of desire and apprehension towards sex in the teen viewers and the 

film vicariously plays this out by first fulfilling voyeuristic desire to view the sex act and 

then punishing the participants in the form of the killer who often shares the audience's 

point of view. In the chapter on the teen horror film I expand my discussion of this 

phenomenon and its manifestations in the Halloween and Friday the 13th film cycles. 

The cycle of films which began in 1984 with A Niehtmare on Elm Street differs 

from Halloween and Friday the 13th. These films feature a group of teens working 

together, whereas the Halloween and Friday the 13 th films focus on teen isolation. The 

films are concerned with taking control of the subconscious in sleep, and more generally 

represent teens' desire for control over all aspects of their lives. The teens in the film 

struggle against Freddy, a physical manifestation of the obstacles that face them~of their 

own worst nightmares. Freddy is not like the silent, masked, anonymous figures of 

Michael and Jason. Rather, he is talkative and colorful and thus both less and more 

threatening. The Nightmare on Elm Street films are concerned with control, and by the 

third film, the teens, now called "dream warriors" have confronted Freddy and won. 
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Teen Films and Social Learning 

Teen films appeal to their audiences in a number of ways: 

1. socialization --teens go to films as a way to get away from family and be with 

friends, and knowledge of the films provides entrance into in-group discussions. 

2. social learning-differs from socialization in that social learning is the 

information about how to talk and dress, which music to listen to, how to treat 

friends, dates and authority figures, and how to see the world which is presented 

within the film narratives. 

3. vicarious experience—teens undergo vicarious "rites of passage through film 

narratives in order to alleviate fear of the unknown. 

4. validation of teen subculture-pleasure is derived from the fact that the teen film 

world reflects the teen viewer's life experience and viewpoint. 

On the most basic level, teen films work as socializing forces. Teens go on dates 

or in groups to see films that have been catered exclusively to them. This atmosphere 

provides the teens with the environment in which the other functions of teen films occur— 

social learning, vicarious experience, and validation of teen subculture. 

Social learning in teen films may be acquired through vicarious experience of 

narratives featuring teen actors who are reference groups for the film viewers as in Pretty 

in Pink or Thp Breakfast Club where teaching is embedded within the narrative, or the 

teaching in teen films may be more overt. In Ferris Bueller's Day Off Ferris, played by 

Matthew Broderick, directly addresses the film audience and supplements his lessons on 

how to avoid going to school with character graphics superimposed on the screen. The 
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audience is guided through every scene of the film, told what to do and how to do it. 

Ferris' final message within this film is "Life moves pretty fast. If you don't stop and 

look around once in a while, you could miss it," which would seem to imply a criticism 

of blindly following rules and authority figures. At the same time, however, the film's 

didactic pedagogy tells the audience to do just that. As the final credits roll, Ferris tells 

the audience, "It's over. Go home." 

More often, however, the social learning in teen films comes from vicarious 

experience of the rites of passage which are the subject of almost all of the films. Teen 

films dramatize typical teenage experiences, and in doing so, provide the audience with a 

paradigm of expectations, attitudes, and behaviors with which to approach these 

situations in their own lives. 

I recently found a discussion of Fast Times at Ridgemont High in a most 

unlikely, but on second thought, quite appropriate location~the flip side of a laminated 

Quick Study guide to English composition and style. An unsigned sample essay on the 

back dealt with the film and its implications about teens in the 1980s. Teens in the 

1980s, according to the essay, emulate adult pursuits, working and earning money. In 

Fast Times at Ridgemont High, teens begin the film going to work. The characters don't 

have much fun, and according to the essay, "they act out a fantasy of adult behavior 

replete with unfulfilling sex, money, and cars, but they don't have the freedom of 

adulthood, just the responsibilities" (4). Teens in Fast Times at Ridgemont. High, the 

essay notes, "act like miniature adults with full size neuroses rather than teenagers having 

fun" and the film "hints at a generation that has sacrificed community in order to play 
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being adults" (4). I maintain that teens in the 1980s films "play" at being adult in order to 

prepare themselves for adulthood and to achieve some measure of prestige and control. 

This kind of ethos is echoed in Risky Business when Tom Cruise's character Joel 

Goodson is encouraged to take his father's car out without permission and use his savings 

account to hire a hooker because, "sometimes you just have to say 'What the fuck.'" 

Goodson embraces the this ideology, becomes a pimp, and gains entrance to Princeton by 

restating this phrase in his college interview. 

Teens learn from these films what it takes to be popular and successful-money, 

beauty, athletic ability, stylish clothing, careful image management, or alliance with other 

teens who have these characteristics; and what it takes to be unpopular-poverty, acne, 

physical weakness, lack of fashion sense, the tendency to express your true feelings, and 

alliance with other teens deemed unpopular. 

Teen films structure the popular characters as reference groups for the teen 

audience and the unpopular characters as exaggerated versions of what not to be. Most of 

the audience lies somewhere in the middle—not secure in popularity and peer approval, 

but not the social pariahs the unpopular characters represent. This positioning causes the 

audience to both desire to be like the popular characters and resent them for their cruel 

treatment of the unpopular characters with whom they also identify. The film narratives 

offer advice on achieving popularity, but temper this social climbing with messages about 

just how cruel teenagers can be to one another. Most of the John Hughes films depict 

teens on the fringes of popularity who achieve some success over the course of the film— 

often they may be accepted by the "in-crowd"— and then decide on their own to reject 
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this group because of their snobbishness and superficiality. In Pretty in Pink, even after 

Andie has been granted entrance to an exclusive party for the rich, popular crowd, she 

asks to leave because she isn't having any fim. In Some Kind of Wonderful. Keith goes 

on a date with Amanda Jones and tries to impress her by spending his college money on a 

limousine, fancy dinner, and diamond earrings. Amanda is surprised and embarrassed by 

his gestures, but she realizes that his actions mirror her own. Both of them have been 

motivated by desire for popularity. At the end of the film she rejects not only Keith but 

her popular boyfriend as well and decides to go it on her own. 

On a basic level, teen films dramatize the experiences teens will have to deal with 

in the future. In doing so, they alleviate the fears that may arise from fear of the unknown. 

Teen film characters play out the drama of teen romance for an intensely curious 

audience. Teen films answer basic questions about how they should kiss, when they 

should have sex, how to have sex, and even how to engage in oral sex. Teen films answer 

j 

questions about male and female genitalia and about contraception and pregnancy in an 

unembarrassed way that teaches without the moralizing inherent in adult speeches. Fast 

Times at Rideemont High provides answers about teen masturbation, unplanned 

pregnancy, and abortion, and features a scene in which fellatio is demonstrated on a 

carrot. While an adult viewer may perceive such passages in teen films as validation of 

sexual behavior, or merely bad taste, for the teens, the descriptions fill a necessary need 

for information about the opposite sex. 

The John Hughes Films 

All of the functions of the teen film—socialization, social learning, and vicarious 
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experience-happen within the context of a film narrative that validates teens as a 

subculture through creating a world that reflects the teens' life experience and viewpoint. 

Over the course of the 1980s, the John Hughes films provided information about various 

aspects of teen life. Sixteen Candles. Hughes' first film, focuses on teen rites of passage 

and romantic love. The Breakfast Club focuses on school life and conflicts between 

social groups. Ferris Bueller's Day Off takes audiences on a wild fantasy based on 

rejection of authority in the form of parents and school officials. Pretty in Pink and Some 

Kind of Wonderful deal with school life and conflict between peer groups, and also with 

the problems inherent in romantic relationships across socio-economic groups. 

Sixteen Candles (1984) 

Sixteen Candles is the story of Samantha, a girl whose sixteenth birthday is 

forgotten in the midst of preparations for her older sister's wedding to what the family 

calls "an oily bohunk." Samantha, played by Molly Ringwald, begins the film looking in 

the mirror, talking on the telephone to her best friend, and evaluating whether or not her 

sixteenth birthday has made physical changes to her body. She ends the conversation by 

saying she has to go deal with her parents' goofy birthday antics. Although she makes fun 

of the fuss she expects her parents to make over her birthday-the most significant one 

Samantha feels she has had so far—she is upset when they neglect to mention it at all. Her 

day worsens when she finds they have also forgotten to make her lunch and then tell her 

she will have to ride the bus to school. 

The bus in John Hughes films provides the site for a survey of the characteristics 

of unpopular teens. The students who ride the bus are those who are too young to drive or 
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too poor to own their own car. In Sixteen Candles, the arrival of the bus is accompanied 

by the sound of cacophanous kazoo playing that eventually harmonizes into a song as it 

approaches Samantha's stop. For Samantha on her sixteenth birthday, the magic date that 

will allow her to acquire a driver's license and free her from this social group, the bus is 

her worst nightmare. As she enters the bus, the audience sees its passengers from her 

point of view. She passes a girl wearing a spine brace (Joan Cusack), and sits in front of a 

freshman boy (Anthony Michael Hall). She calls him Farmer Ted and tries to ignore him 

while he tries desperately to impress her. Throughout the film, Ted tries to convince 

Samantha to date him while at the same time Samantha pines for popular senior Jake. The 

hierarchy established in the film between freshmen (Ted), sophomores (Samantha), and 

seniors (Jake) helps to identify appropriate and inappropriate matches between students. 

Ted wants Samantha, but within the confines of the teen film's generic narrative, 

a relationship between Ted and Samantha would not be condoned. She does recognize 

his position of social vulnerability as a freshman, however, and helps him to establish 

prestige within his social group by giving him her panties so he can pretend he has slept 

with her. Ted charges the other freshman boys admission to the men's room and then 

struts out of a stall with panties held high to the awed hush of the onlookers. Samantha is 

more successful in her quest for love with Jake because within the teen ideology 

established in these films, romantic relationships between male seniors and female 

sophomores is not frowned upon. The only obstacle to their relationship is Jake's 

girlfriend Caroline. She is perfect, and Samantha knows it. Early in the film, Samantha 

and her best friend watch Caroline shower in the locker room while they wait for a stall. 
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The camera tilts up her body while the girls look on in jealousy. She is thin, blond, has 

large breasts, and, as the girls note, she is even nice so they can't hate her. Her 

relationship with Jake, however, has begun to sour, as we see later in the film. She invites 

the entire school to a wild party at his house because his parents are out of town. Jake is 

concerned about the damage that the teens are doing, but his girlfriend is more interested 

in getting drunk. 

Caroline is punished for her actions by having her hair cut off by another drunken 

girl (played by Jamie Gertz) when she gets it stuck in a door and by finding herself in 

Ted's arms at the end of the film. Ted uses Caroline in another attempt at achieving 

prestige. Jake asks Ted to take his girlfriend home in his father's Rolls Royce. Ted does 

not know how to drive, but decides to try anyway for the sake of the opportunity to drive 

the car. Ted takes Caroline to his friends' house and asks them to take a picture of the two 

of them in the car. After that, Caroline, in her intoxicated state, asks Ted to have sex with 

her. In the morning, Ted and Caroline awaken in the parking lot of the church where 

Samantha's sister is getting married. Ted has found a new girlfriend, and Jake is now free 

to pursue Samantha. At the end of the film, Jake thanks Samantha for coming over and 

helping him clean up his parents' house, and Samantha thanks him for getting her a 

birthday cake. As the credits roll, Jake and Samantha kiss over the glow of the sixteen 

candles on the cake between them. 

Throughout the film, prestige for males is equated with physical and social 

maturity, sexual experience, and ability to operate motor vehicles while prestige for 

females is associated with beauty. Ted uses Samantha's panties and the polaroid of 
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himself and Jake's girlfriend in the Rolls Royce to enhance his popularity. Jake and 

Caroline, the reference group in the film, are both physically mature, attractive seniors 

who play adult roles-Caroline is excited that Jake's parents are out of town because it 

allows her to play house. Physical and social immaturity is devalued in teen films. Ted 

has braces and is physically thin and immature. Ted's friends are unpopular because they 

act like children by wearing odd head gear, talking on walkie-talkies, and pretending to 

be aliens. The girl with the spine brace ("girl geek" in the film's credits)'s physical 

disability is a source of humor throughout the film as she attempts to dance and get a 

drink from the water fountain while wearing the brace. 

Perhaps the most disturbing characterization in the film is that of Long Duck 

Dong, the foreign exchange student who has come to Samantha's house with her 

grandparents. His name is a sexual pun, and his mispronounciations of "hernia" as 

"hyena" and his questions about what quiche is cause him to be an object of ridicule. But 

even Dong, called "the donger" by the end of the film, finds a level of prestige through a 

sexual liaison with a very large athletic girl at Jake's party and driving "Grampa's" car 

into a nearby lake. Hughes does not question stereotypes, but instead exploits them for 

his white, suburban, middle-class audience. Clearly this film was not made for an Asian-

American or handicapped audience. 

The Breakfast Club (1985) 

In The Breakfast Club. Hughes explores the stratification of social groups in high 

school through presentation of a Saturday detention class peopled with "a brain, a 

princess, an athlete, a criminal, and a basket case." William Palmer notes about The 
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Breakfast Club that the teens in the film have "yuppie parents more interested in money 

and acquisition than in them" and have to learn to " cope with a world that seems to have 

opted for a strict caste system based on money and style" (294). The teens in this film 

have a strict hierarchy based on socio-economic status which is reflected in the 

characters' attitudes, dress and the lunches they bring. 

At the top of the heap is Claire Standish,"the princess" (Molly Ringwald) who is 

rich-she wears diamond earrings and eats sushi for lunch--and who participates in 

Student Council and high school social clubs. Her popularity comes from her wealth and 

her physical attractiveness. She has been assigned detention because she skipped school 

to go shopping. This "princess" has an attitude. She truly believes that she deserves to be 

popular~to be looked up to. She has assumed the position of reference group and asserts 

her position as model, as source for information about social success, throughout the film. 

On the next level is Andrew Clark, "the athlete" (Emilio Estevez) whose 

popularity comes from his status as an athlete. This status allows him to associate with 

"the princess" without sharing her wealth. He wears jeans, tennis shoes, and his letter 

jacket. His lunch fills a brown grocery sack and includes a family size bag of potato 

chips. This athlete is a wrestler, and as the film progresses, the audience finds that he was 

assigned detention because he tortured another boy in the school locker room. 

The other three characters in the film represent varying levels of unpopularity. 

Brian Johnson, "the brain" (Anthony Michael Hall) is not so much unpopular as 

invisible. He shares a limited relationship with the popular students, but this relationship 

is based on his ability to tutor them or help them cheat on exams and papers. He is a 
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member of clubs at school, but his clubs, as he is reminded by "the princess," are 

academic, not social. The final consensus on him is that his club interactions are 

"demented and sad, but social." He wears a baggy sweatshirt and white tube socks, is 

physically immature, shy, and dependent on his parents. His lunch resembles an 

elementary schooler's: a thermos of soup, milk, a sandwich. He has received detention for 

bringing a gun to school. 

Allison Reynolds, "the basket case" (Ally Sheedy) has no relationship with the 

popular or unpopular students. She sits in the back of the room, dressed in black, with her 

hair covering her face. She has withdrawn from the popularity game altogether. Her lunch 

consists of two pieces of white bread sprinkled with sugar surrounding Captain Crunch 

cereal. She draws winter landscapes and brushes dandruff out of her hair to make snow. 

She has come to detention because she has nothing else to do. 

John Bender, "the criminal" (Judd Nelson) is a member of a social group that 

opposes the popular crowd. He is described as a stoner and told that he doesn't matter at 

the school-that if he disappeared, no one would notice. He has been singled out by the 

other students and the principal as a troublemaker. The principal has assigned him 

detention every week "to keep him out of trouble." He has long hair, a plaid shirt open 

over a tee shirt and jeans, combat boots, and an earring. He has not brought a lunch. 

Over the course of the film, the teens' artificial social barriers are torn down 

through their recognition that they all share the same social and family pressures. The 

"princess" complains that she is used as a pawn in her parents' divorce, and that her 

expensive jewelry is just her parents' attempt to buy her affection. The "athlete" suffers 
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from enormous pressure from his father and coaches to achieve athletic success and "be a 

man." This perceived pressure drives him to tape a weak, physically immature student's 

buttocks together. The tape, when removed, took a great deal of skin with it, and the 

"athlete," who tortured him to look masculine for his father, imagines the shame the boy 

must have felt when he had to go home and explain his injuries. The "brain" reveals that 

he was, like the "athlete," so driven to achieve success, that he brought a gun to school 

after receiving an F on a wood shop assignment. The "basket case," has withdrawn from 

social life completely because she is ignored both at home and at school. She goes to 

detention out of a desperate need to fit in somewhere. At the end of the film, she is 

transformed, by the "princess," of course, into a socially acceptable image of femininity 

and finds romance with the "athlete." The "criminal," whose oppositional social position 

provides the initial catalyst for the teens' recognition of their true solidarity, tears down 

their superficial social barriers by telling them how unimportant they are in the face of 

real life issues. Unlike the others who have to deal with too much attention, pressure, or 

neglect from their parents, the "criminal" comes from an abusive family with a father 

who hits his mother and has left cigarette burn scars on his arm. 

In addition to family pressures, the teens unite based on their shared opposition to 

the assistant principal, Richard Vernon (Paul Gleason), who is supervising their 

detention. Throughout the film, the teens claim little victories through taking the doorstop 

off the door so it can't be propped open, laughing at the principal's attempts at control, 

forcing him to allow them to get drinks from the vending machine, and smoking 

marijuana and listening to loud music in the library while he is in the basement. Scenes 
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featuring the principal construct him as corrupt and vindictive as well as unable to 

understand the teens' perspective. The principal becomes an example of all the teens hate 

about their parents, and the rejection of authority in the form of parents and school 

officials binds the teens together. Claire, "the princess," and John, "the criminal," begin a 

romance at the end of the film that suits both of their purposes-John's of status 

aspiration, because he gets a popular girlfriend, an indicator of prestige as seen in Sixteen 

Candles, and one of her diamond earrings, a symbol of financial success—and Claire's of 

rebellion against her upwardly mobile social climbing parents, because John is the 

ultimate weapon, a totally inappropriate boyfriend.1 

At the end of the film, the students band together, perhaps for the only time, and 

write a communal answer to the detention assignment "Who are you?" The answer is 

composed, of course, by the "brain." Things haven't changed that much. Brian states 

what they have realized: 

Dear Mr. Vernon, 

We accept the fact that we had to sacrifice a whole Saturday in detention 

for whatever it was we did wrong. But we think you're crazy to make us 

write an essay telling you who we think we are. You see us as you want to 

see us, in the simplest terms and the most convenient definitions. But what 

we found out is that each one of us is a brain, an athlete, and a basket case, 

a princess, and a criminal. Does that answer your question? 

Sincerely, 

The Breakfast Club 
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In this highly stylized film, Hughes presents teen social types and lays blame for 

teen conflict not on teens themselves, but on the educational system, capitalist society, 

and parents who have pressured them to conform. In this film, as in many other teen 

films, that desire to conform at any cost is tempered with an idealistic desire for a Utopian 

world in which they can all get along. This reconciliation motif recurs in the teen films of 

the eighties, and its artificial optimism results in scenes like the ones in Can't Buy Me 

Love. Just One of the Guvs, or Some Kind of Wonderful in which the main character 

makes a speech and is greeted with ovations and applause. In the real high school world, 

no teen would attempt such a speech, and no teen audience would be willing to support it. 

The very artificial social hierarchy that the films decry are the same ones the teens like 

those featured in Heathers would kill to climb. They don't really want to destroy the 

hierarchy, they want to be on the top of it. Where did they learn this? They learned it 

from the capitalist society that surrounded teens in the 1980s and told them that climbing 

the corporate ladder was the way to happiness and success. They saw their parents doing 

it, and although the teens condemn their parents for their ethos of financial and social 

success, the teens want it none the less. The films of the 1980s reflect this often polar 

split in the confusing messages within the film narratives. 

Ferris Bueller's Dav Off (1986) 

Ferris Bueller's Dav Off takes the adolescent desire for freedom from adult 

authority and creates a fantasy day in which Ferris (Mattthew Broderick) convinces his 

parents he is sick so that he can take the day off. Over the course of the day, Ferris 

changes his attendance records on the school computer, takes his friend's father's prize 
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sports car for a ride, catches a major league baseball, sings in a street parade, and 

narrowly misses capture by his parents, school principal, and sister. 

Throughout the film Ferris directly addresses the audience, telling them how to 

effectively elude parents and principals. Ferris makes use of high tech gadgetry 

throughout the film in reflection of the popularity of computers and video games with the 

teen audience. Ferris rigs his answering machine to speak to anyone who rings the front 

doorbell, and uses his computer to generate coughing sounds in order to convince other 

students of his illness. He also assembles an intricate assembly in his bedroom to make it 

look as if he is sleeping in his bed. The only time that his tricks do not work is when 

Ferris and Cameron (Alan Ruck) try to roll back the odometer on Cameron's father's car 

after they have taken it out for the day. Ferris' tricks are not effective in the adult realm, 

and their inability to fix the car results in its destruction and Cameron's confrontation 

with his father. Cameron's father is much more concerned with his belongings than with 

his son, and the destruction of the car, Ferris' only failure, becomes the catalyst for 

Cameron's maturation. 

The pleasure derived from Ferris Bueller's Dav Off lies in the audience's 

vicarious participation in the series of close calls the characters experience throughout the 

film. The audience is reminded repeatedly that Ferris, his girlfriend Sloane (Mia Sara), 

and Cameron are transgressors. They have to elude Ferris' father, the principal, Ed 

Rooney (Jeffrey Jones), and Ferris' sister Jeannie (Jennifer Grey). 

Ferris' father in the film, Tom (Lyman Ward), is typical of the parents depicted in 

teen films. He and his wife Katie (Cindy Pickett) see only the good in their son, and fall 
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for every one of his tricks. Their inability to understand Ferris translates in the film to a 

number of close calls. Ferris, Sloane, and Cameron eat lunch at the same restaurant where 

his father is meeting clients, and wind up waiting for the same cab. Ferris sings on a float 

at a street parade as his father listens at the window. Ferris runs in front of his father's car 

at the end of the film in order to beat him home. Throughout the film, the father is 

oblivious to his surroundings, unaware of his son because he does not expect to see him. 

He becomes an example of what can happen to the film audience if they grow up and 

forget Ferris' maxim: "Life moves pretty fast. If you don't stop and look around once in 

a while, you could miss it." Tom Bueller is clearly missing it. 

The principal, Ed Rooney, is constructed in Ferris Bueller's Dav Off to resemble 

Vernon in The Breakfast Club. He wants personal revenge against Ferris for what he 

perceives as a flaunting of his truancy. Rooney, in an attempt to catch Ferris, goes to a 

stereotypical teen hangout~a pizza joint with video games-and accosts a girl who looks 

like Ferris from behind. Away from the school, his authority is invalid, and the girl spits 

soft drink at him from her straw. Rooney then goes to Ferris' house to ensure that he is 

really sick. He listens to the message Ferris has left for anyone ringing the doorbell and is 

almost convinced until he rings again and hears the same message repeated. Rooney, 

driven to uncover Ferris' lies, breaks into the house, but not before losing his shoe in the 

mud and being mangled by the family dog. 

Once in the house, Rooney meets Jeannie, Ferris' sister, who has also gone on a 

search for Ferris. Jeannie is the good girl who resents her brother's ability to get away 

with missing school. Jeannie goes home to catch Ferris and is frightened by Rooney's 
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appearance. When faced with Rooney, Jeannie supports her brother against the principal, 

and throws Rooney's wallet into the backyard where the dog waits to attack. Even though 

Jeannie wants revenge against her brother, her position of opposition to adult authority in 

the person of Rooney causes her to side with Ferris. At the end of the film, Jeannie greets 

Ferris at the back door as he attempts to sneak in, lets him know she has caught him and 

that she can give him away to their parents if she so desires. In doing so, Jeannie has had 

her revenge. Instead, however, Jeannie escorts Ferris upstairs and helps him to complete 

his ruse with their parents. Why would Jeannie side with Ferris at the end of the film 

when she has spent the rest of it trying to catch him? Because, like Rooney, Tom and 

Katie Bueller, as parents, are the opposition. No matter what conflict the teens may have 

with one another, in the teen films, teens always unite against common adult enemies. 

At the end of the film, Rooney is left earless (his car was towed away) and 

shoeless (courtesy of the Bueller's dog), and is forced to hitch a ride on the high school 

bus. As in Sixteen Candles, the bus is the domain of the unpopular students. Rooney, in 

his beaten, disheveled state, has become one of the untouchables. As he moves down the 

aisle, he sees the students over whom he exerts authority at the school. One has a 

notebook on which he has written "Save Ferris." Another, with whom he sits, offers him 

a gummy bear that is warm because it has been in her pocket all day. As the credits roll, 

Rooney stares into the camera, utterly defeated, and the bus drives away. 

In Dreaming Identities. Elizabeth Traube discusses All the Ri ght Moves and 

Ferris Bueller's Dav Off as revisions of the "self made man...in the context of an 

increasingly organized, consumption-oriented, corporate capitalist society" (67). 
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Although she reads All the Right Moves as a traditional film reminiscent of the "boy 

hero" tradition, she sees Ferris as "the first thoroughly postmodern hero of a teen 

comedy" (76). Traube describes Ferris Bueller as a master of image management. Ferris 

constructs a series of personas-masks through which he succeeds in his deception of 

others. As the reference group for the film audience, he personifies a 

condition of impenetrability, autonomy, and control—the celebrated 

"blankness" of pop postmodernism. To be the object and not the subject of 

transference; to know and never be known; to be needed and never to 

need; to manipulate the emotions of others without ever revealing an inner 

self; such is the condition of the success hero in this film. (78) 

In his humiliation of Rooney, "killing of the paternal Ferrari, and resisting the pangs of 

conscience and remorse, the teenage heroes rebel against all forms of repressive control 

whether external or internalized," however "Ferris, who is a rebel to negligent parents and 

repressive social authorities...is himself the omnipotent patriarch to Sloane, Cameron, and 

Jean" (81). While Traube sees Ferris as a commentary on the corporate world, I 

understand this oxymoron to highlight the dual struggles of teens: the desire to rebel 

against adult authority and its pressures to conform to a predetermined set of social rules, 

and at the same time a desire to fit in—to conform—to other teens. Ferris is the object of 

status aspiration in the film—seen in other characters who talk about him—and his role as 

rebel and patriarch make sense—he personifies what they want to be and teaches them to 

be like him as well. 

The teen fantasies in Ferris Bueller's Dav Off are numerous: playing hooky from 
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school, stealing a parent's prized sports car, eating at a fine restaurant, performing in a 

street parade, sitting in a jacuzzi with a beautiful girl. At every point in the film, Ferris 

plays at being an adult~the very thing that he and his teen accomplices have been 

rejecting. Ferris and Cameron take Cameron's father's car, the ultimate adult toy and, as 

in Sixteen Candles. Pretty in Pink. Can't Buv Me Love, and License to Drive, an index of 

prestige. Ferris pretends to be "the sausage king of Chicago," an adult businessman, in 

order to get a table at an exclusive restaurant. In the parade, Ferris becomes a Beatle 

through his performance of "Twist and Shout" and reappropriates a popular text of the 

adult audience for the teen audience in doing so. In "playing house" with Sloane in the 

jacuzzi, the couple have temporary charge of Sloane's house and all its privileges and 

play parents to Cameron, and Ferris lives out, for the teen audience, the fantasy of teen 

control over the adult realm as well as the male fantasy of sexual prowess. Although the 

audience is aware of the artificiality of the plot and its presentation, the result is enjoyable 

nonetheless for in the film, teens have the chance to vicariously experience Ferris' day in 

its extravagant exaggeration. 

Within the film, Cameron is the voice of the audience. As audience surrogate, he 

tells Ferris that they will not be able to get away with their plan—that they will get caught. 

Near the end of the film, after they have destroyed his father's car, Cameron falls into the 

swimming pool in a catatonic state. Ferris, in his first loss of composure in the film, 

attempts to revive him, and Cameron, successful in unsettling the unflappable Ferris, 

embraces him and sarcastically cries, "Ferris Bueller, you're my hero!" For the audience, 

Ferris is the hero. He has succeeded at subverting parental and educational authority 
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while maintaining teen solidarity, and he takes the audience along for the ride. 

Pretty in Pink (1986) 

With Pretty in Pink. Hughes moved away from the stylized comedy of Ferris 

Rneller's Dav Off and again explored the world of teen romance. Pretty in Pink differs 

from Sixteen Candles, however, because this film presents characters who are conscious 

of the fine definitions between high school social groups and who, like the characters in 

The Breakfast Club, directly address the conflicts between them. In this school, as in the 

Shermer High of The Breakfast Club, the all-white, middle class, suburban teens have 

organized themselves into an intricate set of cliques. Andie (Molly Ringwald) is a girl 

from the wrong side of the tracks. Her mother has abandoned her with her unemployed 

father, so Andie works at the local record store, Tracks, and wears vintage clothing. 

Andie is ridiculed at her school by the rich kids who comment sarcastically about her 

clothing and car. 

Pretty in Pink uses color coding to identify social groups. Andie, Ducky (Jon 

Cryer), and Iona (Annie Potts), the outsiders, are dressed in colorful, lavish clothing, 

while the rich kids, Steff (James Spader), his girlfriend Kate (Emily Longstreth), and 

Andie's love interest Blaine (Andrew McCarthy), dress in blue and white and their 

domain in the high school—the cool hall—has a white wall with a blue stripe. 

The teens in the film base the appropriatenesss of love relationships not on age 

and physical maturity as in Sixteen Candles, but on economics. Andie will never be able 

to associate with Blaine because she works, comes from a broken home, drives an old car, 

wears used clothing, and lives on the wrong side of the tracks. Andie is unwilling to show 
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Blaine where she lives, and the couple find that they have little in common. Andie hates 

the party Blaine takes her to at Steff s house because she is not welcomed by his friends. 

Blaine is not comfortable at the club Andie frequents because Andie's friends resent 

Blaine for his wealth. It seems that the differences between Blaine and Andie are too 

much to overcome. Hughes constructs a story of star-crossed lovers based on minute 

differences between white suburban teens. 

Pretty in Pink, for all its attempts at uncovering the injustice of high school 

cliques, ends by maintaining the status quo and reinforcing the class stratification that 

began the film. This conservativism is also apparent in Iona, Andie's surrogate mother2. 

Iona dresses and acts like the teens that work for her at Tracks, and thus, like most other 

parent surrogates in teen films, is able to understand Andie and give her the support and 

advice she needs. During the course of the film, however, Iona meets a man and 

transforms from a friend figure dressed in leather with spiked punk hair to a middle aged 

mother with softly curled hair, a silk shirt, and slacks. Iona becomes an object lesson for 

Andie-if she wants to find social success and affirmation, she will have to conform. This 

visual image contradicts her dialogue in which she tells Andie to be herself, and that if 

Blaine does not like her that way, he does not deserve her. Once Iona has become the 

parent, she is unable to understand that she, in her very person, contradicts her trite 

statements. 

Like Iona, the other adults in the film are unable to provide support for Andie. 

Andie's father is a basket case-he has taken on the role of the child and is a pathetic 

burden rather than an advisor. Andie s English teacher, gym teacher, and counselor don't 
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understand her struggles either. Her English teacher punishes Kate, Steff s girlfriend who 

antagonizes her, in an attempt to show solidarity, when in fact, it only worsens her 

relationship with Kate. The same thing occurs in gym, where the teacher is unaware of 

the social dynamics of the class. When Andie arrives at the counselor's office, the 

counselor is unable to understand why Andie is unhappy and Andie is unable to articulate 

her suffering. Although adults may tell her that the way that she looks, where she comes 

from, and the car that she drives do not matter, that it's what's inside that counts, Andie 

knows painfully well that just the opposite is true. In her bored, overprivileged, suburban 

high school environment, surface is everything. It's what's outside that really counts. 

For the teen audience, Pretty in Pink dramatizes a serious struggle to fit in to the 

high school social system and highlights the importance of the very things that parents 

tend to devalue-the adolescent's perceived need for the right clothes, the right car, the 

right life. When parents in the film tell the teens that these things are unimportant, they 

prove themselves hypocrites, for the teens are acting out what they see their parents doing 

every day-looking for prestige in material possessions. 

For the teens growing up in the 1980s, acceptance was tied into things—the films 

validate this. Teens who are outsiders learn to "pass" as popular teens through acquisition 

of the right paraphernalia. In Can't Buy Me Love. Ronnie (Patrick Dempsey) literally 

buys popularity in the form of a popular girl. In Some Kind of Wonderful. Keith buys 

diamond earrings in his attempt at popularity. In Weird Science Wyatt and Gary make a 

girl from their computer program who then uses her special powers to get them Ferraris, 

clothes, and, by extension, girlfriends. At the end of the film, when Gary tells his new 
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girlfriend that none of the trappings are really his, she responds that she wants him 

anyway. This is easy to say at the end of the film, but without these things, she would 

never have considered dating him. 

Some Kind of Wonderful (1987) 

In Some Kind of Wonderful Hughes continues his exploration of teen romance 

across social cliques. In this film, Keith Nelson (Eric Stoltz) pines for Amanda Jones (Lea 

Thompson). This film differs from Pretty in Pink because Keith is not separated 

economically from Amanda. In fact, Amanda has been "passing" for a rich girl by riding 

to school with her rich friends, borrowing their diamond earrings, and dating the popular 

athlete. In this film, girls like Andie, from the wrong side of the tracks, are told that if 

they are pretty enough they can gain prestige through alliances with popular boys and 

girls. Early in the film, Keith asks his friend Watts what she thinks about Amanda. 

Watts: The way this girl [Amanda] and her big money, cruel heart society go 

around spitting on people isn't interesting, it's pathetic. 

Keith: She isn't big money. You know where she lives? 

Watts: Yeah, in our sector. But she runs with the rich and the beautiful, which is 

guilt by association. 

Amanda agrees to go on a date with Keith as an act of revenge against her 

boyfriend Hardy Jenns (Craig Sheffer). She plans to use Keith to make Hardy jealous, but 

begins to regret her actions when she realizes that she and Keith are similar. He wants her 

in the same way that she wants Hardy, the popular girls, and the acceptance they 
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represent. Keith sees her for the person that she is, and buys her real diamond earrings in 

an attempt to show her how much he values her. This act, combined with his elegant 

dinner, limousine ride, and unveiling of a portrait of her that she has painted, reveal to 

Amanda just how false she has been. She has worked to make herself a member of the 

prestige group—a desired commodity. When Keith desires her for that—literally putting 

her on a pedestal in the form of the painting, Amanda rejects not only him, but her 

boyfriend Hardy as well. 

Hardy uses Amanda the way Ted uses Caroline and Samantha in Sixteen Candles-

-as symbols of prestige. Hardy tells Keith to "keep [his] eyes and [his] mind off of [his] 

property." Amanda becomes a source of prestige for Keith as well. After he has asked 

Amanda on a date, Duncan, another unpopular student, tells him, "Congratulations on 

your latest coup," and Ray says that Keith has made inroads of popularity for everyone on 

"our side." Keith's sister Laura tries to bask in his brother's heightened social status by 

telling her friends, "I'm a sister. They [the popular clique] have to accept [me] or the 

whole social system collapses." 

At the end of the film, Amanda decides to go it on her own for a while-to 

establish her own identity. It is common in the teen films of the 1980s for characters who 

have achieved the popularity they so desire to the reject it on their own terms. This 

rejection reflects the audience's desire to become members of the prestige group as well 

as their resentment of the same group for their superficiality and cruelty. Some Kind of 

Wonderful ends with Keith's romance with an appropriate teen—his friend Watts, a 

tomgirl whose level of popularity matches Keith's. 
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Watts is the only one who can appreciate what the earrings meant to Keith—his 

college money—and she is constructed by the film as the one who truly deserves to get 

them. Watts acts as a friend, assisting Keith in his attempt to impress Amanda. She drives 

the limousine and threatens Amanda, "If you break his heart, I'll break your face." 

Amanda sends Keith to Watts at the end of the film, telling him that the earrings belong 

to someone else. Watts puts on the diamond earrings and as they wander into the night, 

he says, "You look good wearing my future." 

Again Hughes adheres to a teen ideology that creates matches based on 

popularity. Obviously Hughes feels that no audience would believe a romance between 

Keith and Amanda, even if she is "passing." She has achieved a level of popularity that 

places her out of his reach, whatever her economic background. The only place for Keith 

is with Watts, a social misfit like himself. 

Watts, like Allison in The Breakfast Club, suffers from lack of parental attention. 

She asks Keith to eat with her and when he asks her, "Don't you ever eat at home?" she 

becomes silent and uncomfortable, and then mumbles, "I don't like to eat alone." Unlike 

Watts, Keith's family problems stem from parents caught up in social and financial 

upward mobility. Keith's father pressures him to go to college. Keith struggles to 

establish his own identity, partially through the prestige he acquires in his relationship 

with Amanda. After Keith has secured a date with Amanda, he grins at the family 

breakfast table and addresses his parents not as Mom and Dad but as Clifford and Carol. 

Later, he spends his college money on diamond earrings for Amanda-a rebellion against 

his father's wishes and an indicator of his desire for social status through popularity. 
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Keith understands prestige on the small scale; he wants to fit in to high school society 

through getting the girl everyone wants instead of following his father's desire for him to 

get ahead in life through acquisition of a college degree. 

The high school social hierarchy is explored further in the film's depiction of 

detention. Keith gets himself in trouble in order to be assigned detention with Amanda, 

but Amanda gets out of it by flattering the male assistant principal. Detention is peopled 

with "criminals" like John Bender in The Breakfast Club and the same types of unpopular 

students that appear on the buses in Sixteen Candles and Ferris Bueller's Dav Off. It is in 

detention that we see the only black students who appear in any John Hughes film. They 

are large, aggressive, threatening black males who wear sunglasses and gold chains. 

These teens become part of Keith's revenge on Hardy and the popular crowd. 

At the end of the film, the unpopular crowd-low-income, minority students who 

listen to punk, rap, and heavy metal music-crash Hardy's party, threaten the crowd, and 

inform them that they're going to show these teens how to have a good time. Their 

statement includes threatening sexual, physical, and social connotations and provides a 

rough parallel to the reconciliation motifs of the earlier films. Here the popular teens are 

confronted with the teens they revile, and are forced to include them in their social 

gathering. 

Topicality in the Teen Film 

John Hughes' teen lifestyle films appealed to their viewers through the recreation 

of a teen world familiar to the audience. In all John Hughes films, the characters' clothing 

styles and language serve to identify them as members of their social cliques. In Sixteen 
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Candles. Farmer Ted's bland social invisibility is reflected in his loose oxford 

shirts jeans, and unkempt hair while Jake's attractiveness is mirrored in his stylish madras 

shirts, belted jeans, loafers, and spiked, gelled hair. Popular music pervades the film, 

providing the backdrop for the dance where Andie yearns for Jake, and the party where 

Ted, Caroline, and Long continue their antics. The film ends with a Thompson Twins 

song popularized by the film and featured on the soundtrack. The Breakfast Club defines 

characters in much the same way, letting clothing styles identify and reinforce character 

traits. This film featured "Fire in the Twilight" during the pot-smoking scene and ends the 

film with "Don't You (Forget About Me)" by Simple Minds. This song was marketed 

along with the film, and the video on MTV featured scenes from the film. 

The topicality of the John Hughes films and its use in appealing to the teen 

audience exploded in Ferris Bueller's Dav Off where Justin Wyatt notes "Hughes 

constructs his characters as products of the mass media" and describes Ferris as 

defined almost entirely by his taste in music (Brian Ferry, MTV, John 

Lennon and the Beatles, New Order, 10,000 Maniacs) and his references 

to television and movies {Alien [1979], Dirty Harry [1971], and I Dream 

ofJeannie). (59) 

In addition, Wyatt notes that Hughes places "various popular movie theme songs in the 

film...the Star Wars theme...the Inspector Clouseau Pink Panther theme...to sketch the 

characters in very broad strokes" (59). This use of popular teen culture serves to place the 

film character within the same lived world as the audience and provide immediate 

identification with the hero or heroine. Teen films use reappropriations of older popular 
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songs as well. In Ferris Bueller's Day Off. Ferris sings "Danke Schoen" and "Twist and 

Shout." In Pretty in Pink Ducky lip synchs to "Try a Little Tenderness." In Riskv 

Business, the departure of Joel's parents results in his performance of "That Old Time 

Rock and Roll." These segments mimic the performances that pervade teen musicals.3 

The teen films use songs in place of characterization, as Wyatt notes of the 

opening segment of Pretty in Pink. Here the Psychedelic Furs' song plays while Andie 

dresses, and the lines "that dress that she wore" reflect the clothing that separates Andie 

visually from the rich clique (40). The film ends with "If You Leave" by OMD, a 

possible ominous reminder of the unsanctioned nature of Andie and Blaine's relationship. 

Some Kind of Wonderful uses popular music during the segment when Amanda, Keith, 

and Watts get ready for the big date, and the film ends with an eighties revamping of "I 

Can't Help Falling in Love With You." Heathers begins with "Que Sera Sera," and in 

doing so, reappropriates a sixties pop culture text and parodies such teen films as Can't 

Buy Me Love. Sixteen Candles. Dream a Little Dream. Johnny Be Good, and Some Kind 

of Wonderful which use these songs in the same way. In the teen films, the use of the 

songs may be tied to the popular culture of the filmmaker, and by being used in the teen 

film, the song is reappropriated for use by the modern teen audience and reflects the 

larger negotiations the teens are making with a pre-existent society. In Heathers, the use 

of "Que Sera Sera" parodies the use of classic hits and highlights the way teen films 

reconstruct old texts for a new audience. The film begins with the Doris Day version of 

the song and ends with a modern revision. Heathers parodies the teen film use of current 

popular songs and issues as well with Big Fun's "Teenage Suicide: Don't Do It," which 
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came out following a rash of teen suicides around the United States in the late 1980s. 

The film constructs an answer for these real suicides within its fictional narrative 

counterparts: the teens in the film didn't kill themselves; they were murdered by other 

teens over social struggles. The teens upon which the film may have been based were not 

literally murdered by other teens, but the film's message seems to be that the adolescent 

social pressures of conformity and acceptance were what led to their suicides. 

The Sex Farce 

Another group of teen films that flourish in the 1980s are the sex farces. These 

films focus on the quest for sex, and unlike the John Hughes films, which are concerned 

with teen social structure and romance, the sex farces are concerned with plot and feature 

character types. The sex farce provides teens with an opportunity to explore taboos about 

sex. Teens have overwhelming curiosity about sex and this curiosity is tempered with the 

guilt put upon them by parental, educational, and governmental authority figures. In the 

sex farce, teens see other teens who are motivated by the desire for sex. These films 

validate teens' desires and do so within narratives uncomplicated by characterization or 

social commentary~the very elements the John Hughes films used to appeal to the teen 

audience. 

Fast Times at Ridgemont High predates both the John Hughes films and the sex 

farces in this chapter, and straddles the line between the teen lifestyle film and the sex 

farce. In Fast Times at Ridgemont High, the plot is built around the quest for sex. This 

quest, however, is tempered with issues of characterization and consequences missing 

from later sex farces. William Paul states that "Fast Times might be something of a 
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feminist Porky's" (180) because the sex, when it does appear, is not treated as a prize that 

has been won, as in Porkv's. Rather, the heroine, Stacy (Jennifer Jason Leigh), winces as 

she loses her virginity and the setting, a baseball dugout, is far from the romantic scenes 

she has imagined. In addition, Stacy has to deal with an unplanned pregnancy and 

abortion. Unlike Fast Times at Rideemont High, most teen sex farces produced in the 

1980s approach sex as a male fantasy of possession and conquest. 

Another group of films that straddle the line between teen lifestyle film and sex 

farce are the films that feature the sexual initiation of one or a group of boys by an older 

woman. In Losin' It. a group of boys go to Tijuana on a quest for sex and find a 

prostitute (Shelley Long). In Riskv Business, a boy hires a hooker (Rebecca de Mornay) 

and eventually becomes her pimp and boyfriend. In Private Lessons and Mv Tutor the 

prostitute is replaced with a tutor, but the theme remains the same. In Class, the agent of 

sexual initiation is the boy's best friend's mother. In all of thse films, older women, 

sometimes professional prostitutes but always someone in an advisory role, initiate the 

males into sexual maturity. This theme is as old as The Epic of Gilgamesh in which 

Enkidu, the wild man, is civilized by the priestess from the temple of love through her 

tutelage in the art of sex. 

Riskv Business provides a transition from the John Hughes style of teen narrative 

to the stylized sex farces. In Riskv Business, the audience is presented with a main 

character, Joel Goodson, played by Tom Cruise, whose parents have gone out of town. 

Joel's name indicates his status at the beginning of the film-he is a "good son," careful to 

take care of his mother's precious crystal egg and determined not to do anything bad 
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while his parents are gone. These plans quickly erode as Joel is convinced to take 

advantage of his freedom and let his friends use his house for sex, hire a prostitute, and 

take his father's Porsche out without permission. This segment is so important to the film 

that the car has its own theme music, which begins when Joel starts to back it out of the 

driveway, stops when he stalls the car, and begins again as he finally drives away. 

Throughout this film~a fantasy of wish fulfillment-dreams and reality intertwine. 

When Joel fantasizes while masturbating early in the film, his apprehensions about sex 

turn a fantasy about sex with a babysitter into a criminal liaison halted by police officers 

and his parents who plead over a megaphone for him to "get off the babysitter." Joel's 

apprehension about sex is evident as he wears a catcher's mask, ostensibly for protection, 

when he calls a prostitute. Lana (Rebecca de Mornay)'s position as a fulfillment of Joel's 

sexual fantasies is evident in the way her sexual encounters with him are filmed. Lana's 

entrance into the Goodson home seems as fantastic as Joel's first fantasy, for she appears 

from outside without making a noise, coming through a back door and removing her 

clothing as a whirlwind fills the room. As she and Joel have sex standing up, on the 

stairway, and in a living room chair, the wind and music continue. This fantastic 

treatment of their sex continues in the train scene, in which Joel and Lana break taboos by 

having sex on the Chicago L while Phil Collins' "In the Air Tonight" plays. Again, the 

scene is filmed as a fantasy in slow motion and without synchronous sound. 

Sex fantasies like these abound in the teen films of the 1980s. In The Sure Thinp 

the protagonist (John Cusack) dreams of his "sure thing," an easy girl who will guarantee 

him sex, played by Nicollette Sheridan, in a series of sequences in which he lies on a raft 



57 

in a pool wearing a leather jacket and sunglasses while Sheridan, wearing a bikini, 

follows him around the perimeter of the film begging him to have sex with her and telling 

him how good he is in bed. 

Although The Sure Thing and Risky Business are much more concerned with character 

development and emotional relationships than the sex farces, their obsession with male 

fantasies about sex link them to the genre. In addition, the use of naming-Goodson and 

"the Sure Thing" in place of characterization hint at the techniques used in such sex 

farces as Porkv's. 

In the teen sex farce, the quest for sexual conquest is the motif that holds together 

an episodic plot. William Paul, in Laughing Screaming, discusses what I call the sex 

farce as "animal comedy." Paul outlines the conventions of animal comedy, stating that 

"characters are defined positively or negatively by the extent to which they have 

embraced their animal natures," that is, their sexual desires (111). The characters in these 

films are aligned with institutions and individuality is subverted in favor of group 

identity. The plot of animal comedies is episodic, often involving contests or revenge and 

leading to an "us versus them mentality," and identity in these films is found through 

opposition to other groups (Paul 112). 

As in the other teen lifestyle films, Porkv's features teens rebelling against adults 

who are corrupt and who serve as obstacles for the characters within the film. Porkv's. 

like Pretty in Pink, Back to the Future, and Bill and Ted's Excellent Adventure, also 

features adults who are not parents of the teen protagonists who serve as advisors. The 

blocking characters in the film are Porky, the local sheriff, and Ms. Balbricker. Porky 
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takes money from the boys when they come to his bar looking for sex and sends them 

into an adjoining room to wait for the prostitute. He then opens a trap door in the floor 

and the boys fall into the swamp. He ridicules and threatens the boys and then the sheriff, 

who is related to Porky, breaks out the boys' headlights in order to fine them. Ms. 

Balbricker is not an evil or corrupt adult figure, but she is unwilling to condone the boys' 

sexual antics at school. On the other end of the adult spectrum are the adults who serve as 

facilitators for the teens' actions. The boys' gym coaches seem little more than 

overgrown adolescents themselves as they laugh at the boys' actions. The younger of the 

coaches goes so far as engaging in sexual intercourse with another teacher during school 

hours within earshot of the students. This coach, once he has been fired for his 

misconduct, joins the boys in their quest for revenge against Porky. At the end of the 

film, the teens, with their adult advisor, destroy Porky's bar and the corrupt sheriffs 

police car. 

In many of the sex farces, there are a number of character types. The stock 

character types establish a paradigm used in such films as Private School. Fraternity 

Vacation. Hot Resort. Revenge of the Nerds. Where the Bovs Are, and Wimps. The first 

is the cute boy or girl. This character leads the quest for sex and is usually successful. 

This is the character who serves as the reference group for the teen audience. The shy 

academic is an audience surrogate. This character's fears and desire mirror the audience's 

reaction to the idea of premarital sex. The fat guy fulfills the same role in the sex farce 

that the unpopular students held in the John Hughes films. This character provides comic 

relief as his desire for sex is ridiculed and thwarted. Like the John Hughes films' 
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depiction of handicapped and foreign teens, the fat guy is used for mean-spirited comic 

relief. 

Sex farces resemble the John Hughes films in that both concern themselves with 

rejection of authority. In the Porky's films, which are set in the 1950s, a group of teen 

boys go on quests for sex in this loosely structured, episodic narrative. The names in this 

film are meaningful, as Joel Goodson was in Risky Business, and in this film, names 

associate each character with his or her sexual prowess. The film begins with Pee Wee 

(Dan Monahan), who wakes up with an erection and pulls out a ruler to measure his penis 

and mark its length on a growth chart hidden under his bed. The male obsession with 

sexual prowess is the driving force of this film. In the second episode, two of the boys 

plan a trick on the rest of their group. They tell the boys that they have hired a hooker, 

Cherry Forever, for their sexual pleasure. Cherry's name represents her function—to be 

the "first time" for numerous teenaged boys. Her job is to pretend with each one that they 

are her first--or at least are the best she's ever had. The trick the boys have planned is to 

frighten their friends with the arrival of a man who is supposed to be Cherry's husband—a 

large black man described in the film as "the nigger"—whose whole job is to pretend to 

stab one of the boys and frighten the rest away. This segment of the film highlights 

Porky's adherence to the same kind of marketing strategy used in Sixteen Candles—the 

gauging of the film for a white, suburban audience and in doing that, the use of the 

stereotype in this film of the dangerous black male. This stereotype is exploited, not 

subverted within the film text, and its use represents the awareness of the characters that 

in using a hooker, they are engaging in taboo behavior. The boys' subconscious fear of 
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punishment for their transgression is manifested in the black man. The ruse is successful, 

and the naked boys who have been patiently waiting for their turn with Cherry scatter into 

the night. Pee Wee is picked up by police as he runs down the side of the road. 

In a following episode, one of the girls Pee Wee has dated covers his head with a 

giant toy condom. One of the other boys takes the condom, holds it out in front of his 

crotch, and runs around the commons area, "stabbing" other students with it. The gym 

teacher, Ms. Balbricker, comes to investigate, and before he can stop, he has pushed the 

fake condom against her crotch. Ms. Balbricker (Nancy Parsons), a figurative "ball 

breaker," is the personification of adult authority and sexual repression. Balbricker looks 

like a German frau, with her hair knotted behind her head and a figure resembling that of 

an older male with a potbelly rather than a feminine site of sexual desire. Meat, the 

student who attacked her with the giant condom, and whose name refers to the size of his 

penis and his sexual appetite, lets it go with a disconcerting raspberry sound and the 

visual image of a once-erect penis shriveling at the thought of penetration of Balbricker. 

Throughout the film, Balbricker is the only character who is not obsessed with sex 

and sexual innuendo, and her seriousness is a source of humor. Once the fim has 

established the structure of the sex farce, Balbricker's non-sexual statements are read 

sexually. When a boy kicks a ball into the girls' area of the gym, Balbricker approaches 

another coach and asks him to "keep his balls away from the girls." Later in the film, the 

boys peek into the girls' showers to watch them bathe, and when one of the boys puts his 

penis through the hole, Balbricker grabs it and pulls. The boy gets away, and Balbricker 

winds up sitting in the office trying to calmly explain the need for her to see the students 
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naked in order to identify the penis and therefore the perpetrator of the crime. As she 

speaks, the two male coaches laugh hysterically in the background, falling out of their 

chairs and offering suggestions like having a police sketch artist draw the penis for signs 

to hang all over the school asking students to "identify that prick." 

In another section of the film, one of the coaches has sex with another teacher, 

Miss Honeywell, whose name indicates her position as an object of sexual desire. 

Honeywell is aroused by the scent of dirty gym clothes—the male scent—and this fantasy 

scene takes place in the locker room during the school day. Honeywell winds up being 

gagged by a jock strap by the coach in an attempt to quiet her noisy squeals during sex. 

There is little attempt at deep characterization, for the audience's interest is not in the 

characters themselves, but in their naked bodies and the prospect of viewing the sex act. 

Heathers (1989) 

Heathers is a parody of the teen film genre. In this black comedy, which amplifies 

the struggles faced in many teen lifestyle films like Pretty in Pink and The Breakfast 

Club, the main characters are a clique of popular girls and the conformity required for 

popularity in manifested in their names: Heather Chandler, Heather MacNamara, and 

Heather Duke. The fourth Heather is not a Heather at all-she is Veronica Sawyer, half 

Archie Comics and half Mark Twain. With help from her mysterious boyfriend J.D., 

whose name and attitude are a 1980s version of 1950s teen malcontent James Dean, 

Veronica sets about reforming the social structure of Westerburg High School. Like 

Pretty in Pink. Heathers uses color coding to identify social position within the teens' 
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domain. 

Heathers creates a surreal teen world in which cliques are defined by name, color, 

language, and clothing styles—the very things that lead to conflicts in The Breakfast Club, 

Pretty in Pink, and Can't BUY Me Love. As in Riskv Business and Porky's names tell the 

audience about the characters and the character type often becomes more important than 

the individual. 

Heathers (1989) fits into the genre of the teen film in that it deals with the social 

structure of the high school and interactions among various social groups. The 

characters' domain is Westerburg High School where the Heathers, a clique of popular 

girls, rule, and the garden, where the girls, through croquet, act out their power. Parents 

and teachers in the film are shown as vacuous and unable to understand the teens. There 

is little interaction between parents and the teens and that which is shown is 

dysfunctional. 

In Heathers, the audience vicariously participates in the actions of Veronica 

Sawyer, a member of the popular clique, but separated by her name (all the other female 

members of the clique are named Heather) and the fact that she is unhappy with her 

friends, piranhas who are consumed with power. Through Veronica, the teen audience 

vicariously becomes part of the popular clique, and, through Veronica's murder of three 

of its members, is allowed to vent its feelings of jealousy and revenge against the group 

of which, in their real lives, the audience is, for the most part, a victim. 

The audience identifies with the character's domains and recognizes the social 

structures being dramatized. Film characters use specifics from popular teen culture, for 
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example, one character's reference to "The Limited," a chain of clothes stores which 

would be recognized by the audience. These references provide the audience with the 

cultural context necessary for them to receive the film's message. 

One of the prevailing sign systems used in Heathers is that of power which is 

manifested in the film through color, gender, clothing, proxemics, adulthood, family, 

language, and game play. 

The opening scene of the film shows a closeup of Heather Chandler (the head of 

the clique) putting a red bow in her hair. This introduces the color red as significant. 

Through an understanding of mise en scene, we know to give importance to those things 

which dominate the screen. Through Heather Chandler's actions, performed in red 

clothing, red becomes an index of power. The timid Heather MacNamara's yellow 

clothing becomes and index of cowardice, and Heather Duke, who aspires to the position 

of power is dressed in green, and index of envy. Veronica begins the film in blue and 

progresses to black, an index of death, the color worn by J.D. 

By watching the color codes at work in the film, the viewer can see the characters 

change social positions. As Veronica becomes more aligned with J.D. (the instigator of 

the murders), her clothes go from an even mixture of blue and black to solid black. When 

J.D. gives Heather Chandler's red bow to Heather Duke, it is understood by the characters 

in the film and is indicated through color coding to the film audience that he is bestowing 

upon her power and this power is manifested in the red clothing she wears from this 

point. 

Once the color indexing has been established (through characters acting a certain 
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way while wearing certain colors), the index can be extended to other aspects of the film. 

Once the audience knows that the school is the domain in which power plays are made 

and once the know that J.D. plans to blow it up, the audience can enjoy the color indexing 

reflected in the red and black school colors. When Veronica takes action against J.D., she 

is shown hitting him with a red fire extinguisher, a sign of her power. This code is also 

extended to the lighting at work in the film. Once Heather Duke has moved into Heather 

Chandler's power position, her hair is backlit with red. When Veronica fights J.D. in the 

boiler room, the room is lit with blue, a sign that this is Veronica's domain and that she 

has control. 

Another code at work in Heathers deals with power and gender. In the film, 

power is associated with masculinity. When Veronica confronts Heather Duke after she 

has become consumed by power, Heather Duke says to her "Why are you pulling my 

dick?" The audience understands that Heather Duke does not have a penis but that she is 

referring to a phallus sign of her power. At the end of the film, when Veronica shoots off 

J.D.'s middle finger as he says "Fuck You!", she is in fact emasculating him—taking 

away his power. After she does this she triumphs. J.D. follows her outside the school and 

tells her, "You have power—power I never thought you had." Veronica then establishes 

herself as the new power by pulling the red bow from Heather Duke's hair and putting it 

on. 

Power is also manifested in the film through clothing. Through looking at the 

outfits that the Heathers wear, the audience can see the domains to which the girls belong. 

The mary janes, short white socks, and mini skirts that dominate the girls' lower bodies 
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contrast sharply with the business jackets they wear on their upper bodies. The childlike 

clothing worn on the girls' lower halves shows their adherence to the domain of the child, 

whereas the businesswear of their upper halves links them with the adult male world of 

business and power. The girls associate power with masculinity as seen in the previous 

paragraph, and with adulthood, as the following paragraph will detail. These things are 

combined in the sign system of clothing. Within this sign system, businesswear becomes 

and index of the clique's power and of their perceptions of themselves and their roles 

within the power structure of the high school. 

The association of the girls and their positions in relation to the adult business 

world is explained in a quote from Veronica. "It's just like they're (the Heathers) people 

I work with and our job is being popular and shit." Their perception of their roles is seen 

in their choice of clothing. The Heathers perceive the adult world as positive. Heather 

Chandler tells Heather Duke to "grow up" and Heather Chandler leads the group in 

aspiring to mingle with the Remington (college) group. There is power in adult activities. 

Heather Chandler threatens Veronica with being left behind to go to "keggers with kids," 

and Heather Duke speaks of Veronica's negative past as "playing Barbies with Betty 

Finn." 

Proxemics is another way in which the film shows the power relationships 

between characters. At the beginning of the film, Veronica is shown as less powerful 

than the other members of the clique. As she sits on the stairs at the school, she is 

approached by Heather MacNamara and Heather Duke, who nudge her roughly with their 

knees and tell her to "haul her ass into the caf, pronto." Heather Chandler shows her 
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power over Veronica by grabbing her by the arm in the cafeteria and pulling her aside to 

threaten her. She does the same thing at the Remington party. Once Heather Duke has 

established her power, she hits Veronica's shoulder by walking too close to her on 

purpose. 

In these instances, power is shown through flouting of the rules of proxemic 

distance and personal space. The characters who are in power are aggressive and invade 

the less powerful character's personal space. When Veronica has achieved power, she 

kisses Heather Duke as she removes her symbol of power, the red bow. Here, Veronica 

uses uninvited intimacy to show her power over Heather Duke. The use of uninvited 

intimacy as a sign of power is also seen the scenes with J.D. and Veronica in which J.D. 

kisses Veronica in an attempt to persuade her to come back to him. He attempts to use 

sex to control her. He approaches Veronica sexually in an attempt to regain control of 

her. This links this section to the section on power and gender. Veronica, in her 

emasculation of him, refuses these gestures. 

Proxemics is used in other ways as well in the film. The relative power of the 

characters is shown by their proxemic relationships. When Heather Duke and Heather 

MacNamara walk into the garden where Veronica is playing croquet with Betty Finn, 

Betty Finn recognize her lack of power in relation to the Heathers and quickly leaves, 

establishing proxemic distance between herself and them. The Heathers recognize this as 

well, as Heather Duke asks sarcastically, "Leaving so soon?" 

Veronica reverses the use of little proxemic distance as power by establishing 

larger proxemic distance from the other Heathers to show her individuality and thus her 
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power. In the scene where the Heathers have played a trick on an unpopular student by 

sending her a love note that is supposedly from one of the popular boys, Veronica shows 

her disdain by moving away from the Heathers. In one frame of the film, the three 

Heathers are arranged to the left side of a pole close together in the same pose with the 

same look on their faces. Veronica is on the other side of the pole, divided from them by 

it, her body is turned away from theirs and her expression conveys her displeasure. In the 

following frames, Veronica moves farther and farther to the right of the screen, and 

finally she leaves it altogether. In this way, Veronica's solidarity and power is shown 

through her establishment of proxemic distance from the other girls. 

The Heathers use language as an index of their power. The girls use many of the 

principles identified by Brown and Levinson in their book, Politeness. They state that 

people can use " any of the innumerable ways to convey in-group membership" including 

"in-group usages of address forms, of language or dialect, of jargon or slang, and of 

ellipsis" (107). The use of address forms may be seen in the fact that the Heathers are 

known as that-they have become a group identified by their names. When Veronica 

introduces herself to J.D., he asks, "Are you a Heather?" She replies, "No, I'm a 

Veronica." Thus, we see that J.D. recognizes the name Heather as the form of address for 

the group as a whole. 

The Heathers use in-group language and have developed their own jargon or 

slang. For the Heathers, the use of specialized jargon or slang becomes their in-language. 

Jargon, words used primarily by members of a specific trade; and slang, words used by 

members of a specific subculture are both seen in Heathers. Because, as Veronica states, 
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the Heathers are "co-workers" whose job is popularity, their in-language may be seen as 

jargon. Because they have made themselves an independent subculture, their in-language 

may be called slang as well. Some examples of the Heathers' in-language may be seen 

when Heather Chandler asks Heather Duke in response to a question she considers stupid, 

"Did you have a brain tumor for breakfast?" And later, when Heather Chandler is talking 

to Veronica, threatening her popularity, she says "No one at Westerburg (their high 

school) will let you play their reindeer games." In order for the Heather's use of "brain 

tumor for breakfast" and "reindeer games" to be meaningful, the members of the group 

must understand the in-language. 

"Because of the reliance on shared mutual knowledge to make ellipsis 

comprehensible, there is an inevitable association between the use of ellipsis and the 

existence of in-group shared knowledge" (Brown and Levinson 111). The Heathers use 

this in their conversations. The use "caf' for "cafeteria" and persuade other members of 

the group to participate in activities by telling them, "It'll be very." The answer to the 

question "very what?" can only be answered by he members of the in-group. The 

Heathers also use overstatement and contradiction in their conversation. Heather 

Chandler, in refuting a comment by Veronica, says, "Fuck me gently with a chain saw." 

This is both an overstatement (this is of course not what she wants Veronica to do) and it 

involves a contradiction (how could you fuck somebody gently with a chain saw?). 

Veronica makes use of irony in her responses to the people with whom she has contact. 

In response to the vacuous speeches of some of the students at the school, Veronica 

replies, "You're beautiful." 
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Many of the techniques used in the in-language of the Heathers violate Grice's 

maxims of communication. Gricean maxims are "an intuitive characterization of 

conversational principles that would constitute guidelines for achieving maximally 

efficient communication" (Brown and Levinson 94). 

Maxim of Quality: Be non-spurious (speak the truth, be sincere). 

Maxim of Quantity: (a) Don't say less than is required. 

(b) Don't say more than is required. 

Maxim of Relevance: Be relevant. 

Maxim of Manner: Be perspicuous; avoid ambiguity and obscurity (95). 

The Heathers flout many of these maxims in their speech. The examples used in 

the section on jargon and slang violate the maxim of quality as well as the maxim of 

manner. The Heathers' use of ellipsis and overstatement violate the maxim of quantity. 

The violation of maxims is part of in-language. The use of this in-language separates the 

Heathers from other groups. Knowledge of the in-language provides an in to the group 

and thus constitutes power. Veronica demonstrates even more power than the Heathers 

who converse only using in-language because she is able to go back and forth between 

the jargon/slang of the clique and the language of the other students at the school. She 

can use the in-language of the Heathers but is not bound by it. In the scene with Betty 

Finn, Veronica's language is devoid of all "Heatherisms". This shows Veronica's 

individuality and flexibility and thus her superior power. 

In order to emphasize the fact that the film focuses on the domain and the power 

of the teen, the film subverts traditional family relationships. Instead of power residing 
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with parents, in the film, power resides with the children. In Veronica's family, the 

parent/child relationship is static. Veronica calls her father an idiot, and her mother's 

only function is to offer her daughter pate. In the only scene in the film in which the 

parents try to dominate Veronica, the parents' power is subverted by her father's idiotic 

response to Veronica's descriptions of teenagers as "patronized like bunny rabbits". He 

says "I don't patronize bunny rabbits." The parents don't know anything about 

Veronica's life. They listen to J.D. when he warns them that Veronica may try to commit 

suicide. They mess up his instructions, telling Veronica that J.D. told them to keep her 

away from "subscription drugs." They are impotent, while Veronica's character is active. 

She fakes her own suicide, and when her mother comes in and sees her and thinks she's 

dead, the audience sees her lack of power. She stammers, "I should have let you take that 

job at the mall." 

Some of the other characters' parents are absent altogether. Heather Chandler's 

family goes to her grandmother's house each Saturday, but Heather does not participate 

in family functions. The teen clique considers participation in family activities negative. 

Veronica states when she and J.D. go to Heather's house, "Trust me, she skips the 

Saturday morning trip to Grandma's even when she isn't hung over." Heather 

MacNamara's mother is only mentioned because she gives the girls a ride home from 

Veronica's house. Heather Duke's family is never mentioned. 

J.D.'s family is inverted-he calls his father "Son" and his father calls him "Pop"-

and J.D.'s relationship with his father gives insights into his character. The inversion of 

the father-son relationship reinforces the fact that the teens are in control in this film, but 
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the audience sees another motive for the inversion because Big Bud Dean has blown up a 

building with J.D.'s mother in it. In doing this, he has lost his father-son relationship 

with J.D.. Here also we see the theme that power, though associated with masculinity, 

resides with females (seen in the powerful Heather clique and in the character of 

Veronica). J.D.'s mother went into the building knowing that is was going to blow up 

and waved to J.D. from the window. In this way both J.D. and the father are impotent. 

They couldn't keep her from killing herself and show their frustration over this impotence 

through destruction of what they cannot control. 

In the area of power and game play many of the signs discussed above come 

together. The opening scene of the film shows the Heathers in an idyllic setting, a garden 

with a green lawn and blooming flowers, playing a game of croquet. This "perfect" 

setting is immediately subverted through the Heather's stomping of the flowerbed and 

use of Veronica's head as a peg. This scene sets up the croquet game as a microcosm of 

the characters' larger world activities. The characters' power positions are shown in their 

roles in the croquet game. We see color at work; the Heather in power uses the red ball in 

their croquet game. The Heather's ideologies are seen the way they approach their game 

play. Heather Chandler is ruthless; she plays to win and hits the other players' balls out 

of the game at every opportunity. When asked why, she responds "Why not?" Heather 

Chandler aggressively attacks the other players. Heather Duke and Heather MacNamara 

merely try to survive in the game, and Veronica half-heartedly plays, always in the 

background and always weakly hitting the ball. This shows her reluctance to play their 

games at all. 
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In the scene in which Veronica is playing croquet with Betty Finn, she is given 

the opportunity to take two extra shots or hit Betty Finn's ball out. She chooses to take 

the two extra shots. Betty tells her to hit her ball out because "it's the only way to win," 

and because "good guys finish last. I should know." Betty is outside the power structure 

but she understands how it works. We see that Betty is not part of the group in that when 

the Heathers show up, she leaves. This ties into the section on proxemics. Veronica and 

J.D. engage in game play, but their game is strip croquet and ends in sex. This sets up 

Veronica's relationship with J.D. and helps to explain why he tries to use intimacy to 

control her. J.D.'s use of intimacy as power is explored more extensively on the section 

on power and gender and power and proxemics. 

Power and its manifestations in color, gender, clothing, adulthood, proxemics, 

language, family, and game play, is only one of the many signification systems at work in 

Heathers, for as Jarvie states 

the following themes can be found constantly under examination in the 

American cinema...social class, social mobility, snobbery, discrimination, 

injustice, power, corruption, man versus environment, success, urban life, 

work, moral choice, personal responsibility, trust, sacrifice, social 

pressures, self-deception, the life cycle, illness, death, psychological 

disorder, delinquency, cowardice, heroism, authority, egalitarianism, 

individualism, community, democracy, violence, sex, and love. (92) 

Teen film parodies like Heathers outline the issues teen films address—power and 

acceptance-and the way they appeal to their audience-topicality and familiarity. 
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Heathers is often hilarious and just as often disturbing in its satire of teen power 

struggles. 



ENDNOTES 

1. In Say Anything and Dirtv Dancing this theme of female rebellion from parental authority 
through attachment to an intellectual, social, and economic inferior is repeated. 

2. See my discussion of Emmitt Brown in Back to the Future and Rufus in Bill and Ted's 
Excellent Adventure for further information about parental surrogates in teen films. 

3. In Chapter 3,1 discuss the use of performance in teen musicals of the 1980s. The 
performances in the John Hughes films provide another example of the link between teen films 
and music as well as the use of performances within teen films as status aspiration for the teen 
audience. 
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CHAPTER 3 

TEEN FILM HYBRIDS 

The Teen Musical 

The classical Hollywood musical is controlled by a number of conventions. 

Within the classical musical, the songs are a part of the narrative progression, blend 

seamlessly with the story and are usually not recognized as performances within the 

narrative. The songs in classical musicals provide narrative information and help to move 

the plot along. Often the songs in classical musicals function as soliloquys commenting 

on previous or future action. Beginning in 1929 with Love Parade and continuing 

through the operettas in the 1930s, what Schatz calls the "integrated musical" flourished 

in the 1940s and 1950s. In the Rodgers and Hammerstein integrated musicals like 

Oklahoma! (1955), dance is usually not recognized as performance. Instead, the actors 

dance as part of their expression of the narrative of the song. Schatz states that the "life is 

music strategy" led to films dependent not on "plausibility" but on "internal narrative 

logic" (194) and exploited the musical's potential for fantasy. 

In addition to the classical musicals, there were films which combined dance and 

music. The earliest musicals in the 1930s were little more than production numbers with a 

backstage plot (Schatz 188). In 1929's Broadway Melody, "their preparation for the 

climactic show serves as a pretext both for rehearsal production numbers and also for 

75 



76 

romantic entanglements" (Schatz 188) and the film makes a "narrative distinction 

between dramatic story...and musical production numbers" (189). Schatz identifies these 

as "backstage musicals," for example, the Busby Berkeley films of the 1930s. In these 

films, the song and dance numbers were recognized as performances within the film. 

These "backstage musicals" are the films most closely related to the hybrid genre of teen 

film musicals of the 1980s. 

In the 1970s, Guber and Peters revolutionized the film industry through marketing 

of films with soundtrack tie-ins. In High Concept. Justin Wyatt quotes Joel Sill's 

assessment that "the song score has become a marketing tool. A record not only 

synergizes within the film, but reaches out to the core youth market that the film wants to 

attract" (134). In these high concept films, Wyatt states, "the music complemented the 

image without overwhelming the familiar, genetically based narrative. In turn, the music 

further increased the modularity of the films, segmenting the film into narrative 'units' 

set to the songs" (139). In these films 

the excess created by the conjuction of music and image creates a module 

separate from the narrative, working against the sequential structuring of 

the film. Due to the importance of music to these films' marketing and 

merchandising, the songs are presented in fairly complete manner within 

the films. The difference between this structuring and the classical 

musical, which also relies on set pieces separate from the main action, 

derives from...a lack of dramatic purpose to the musical numbers. (40) 

Saturday Night Fever. A Star is Born, and Grease were released in conjunction with their 
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soundtracks. Grease (1977), though set in the 1950s, appealed to teens in the 70s through 

its ideology of teen-centered plot, setting, and issues. Grease starred John Travolta, the 

star of Saturday Night Fever, which had achieved great success with its Bee Gees 

soundtrack tie-in, and Olivia Newton-John, a "singer" in her own right. The success of 

Grease with teen audiences led to a series of teen musicals in the early 1980s—The Pirate 

Movie (1982) a teen film version of the operetta Pirates of Penzance, and Grease II 

(1982), a sequel to Grease. 

The Pirate Movie stars Christopher Atkins, who had become a teen heartthrob 

because of his role in The Blue Lagoon (1980) with Brooke Shields. In The Pirate Movie. 

Atkins plays Frederic, a former pirate of Penzance, who falls in love with Mabel, played 

by Kristy McNichol, the star of the television drama Family. The Pirate Movie follows 

the format of the classical musical, and appeals to its teenage audience through the use of 

a framing device in which the musical story is the dream of the modern day teen Mabel 

who is lusting after the modern day teen Freddie. The Pirate Movie, like Ferris Bueller's 

Day Off, makes references to other popular culture texts within its narrative. 

Like its popular predecessor Grease. Grease II appealed to teen audiences in the 

early 1980s through presentation of teen life complete with lust, love, and rejection of 

authority. Grease II is the story of Grease reversed-Sandy's cousin Michael Carrington, 

played by Maxwell Caulfield, comes to Rydell High and falls for tough girl Stephanie 

Zinone, played by Michelle Pfeiffer. This film begins where the first one left off, 

extending the sexual innuendo of the first film in songs like "Summer Loving" to songs 

in Grease II like "Reproduction." Like Grease. Grease II followed the conventions of the 
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classical musical. 

In addition to the traditional musical format, a new form of musical emerged more 

closely related to the Guber and Peters' films Saturday Night Fever. A Star is Born, and 

The Rose. These new films-performance films-were indeed musicals, but they were 

films in which the songs and dances were not part of the narrative requiring suspension of 

disbelief but rather performances with plots built around them. 

Here was a total reversal of the classical musical format and a return to the 

backstage musical. Instead of musical numbers embedded in a narrative plot, the new 

performance films featured plots built around performances. Two of the early examples 

of this film type were Fame (1980) and Flashdance (1983). These films were tied into 

clothing and music fads. Fame led to the release of the title song as a single, and the film 

was eventually translated into a television program. The film follows an ensemble cast of 

teens who attend the New York High School For Performing Arts. The film follows the 

characters on their quests for fame. This film appeals to teen audiences because the teens 

in the film become reference groups for the audience and they aspire to acquire the talent, 

exciting life, and fame of the characters presented in the film. Flashdance (1983) featured 

an adult woman in the leading role, but appealed largely to teen audiences in its portrayal 

of a young woman who works in a sleazy bar by night but dreams of being a "real" 

dancer. The film combines vicarious experience of taboos about sex and nudity with 

exciting performances. A number of fashions were popularized as a result of Flashdance: 

leg warmers, torn sweatshirts, and headbands became a sign of status for teens. The 

topicality of these films and their symbiotic relationship with product marketing made 
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them the natural choice for films marketed at teens. 

Another influence on the teen film musical was the rise of the music video. In the 

early 1980s, MTV, the first twenty-four hour cable music television channel, went on the 

air worldwide. For the first time, teens could see their favorite musicians performing 

videos of their favorite songs. Unlike live performances on American Bandstand or 

Saturday Night Live, music videos allowed musicians to tell visual stories along with 

their songs. This fragmentary, episodic format was used by filmmakers in the 

performance sections of Flashdance as well as in later films like Top Gun where the 

narrative stops for a three and one-half minute music video of "Danger Zone" while 

planes fly all over the screen. 

At least one teen musical was influenced by the television show Solid Gold, a 

program that featured live performances by popular musicians as well as dance 

performances of popular songs by the Solid Gold Dancers. The dancers becames stars 

themselves, and teens aspired to dance on the program as well. In the film Girls Tust Want 

to Have Fun (1985), the main chararacter Janey, played by Sarah Jessica Parker, 

competes for a spot on Dance TV. a clear parody of Solid Gold. The film features dance 

performances from Janey and her partner Jeff (Lee Montgomery) and engages teens in a 

story of fame aspiration as well as teen rebellion. Janey has been told not to dance, but 

she goes behind her parents' back (her father is a colonel, a military and parental 

authority figure) and dances anyway. She falls in love with Jeff, but must keep him a 

secret as well. Janey lives a life of social restriction, the daughter of a colonel and student 

at a Catholic school. Janey, with her friend Lynne (Helen Hunt), convert their schoolgirl 
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oxford shirts and plaid skirts into fashionable wear once they are out of their parents' 

sight. This musical is about rebellion and fame, and at the end of the film, Janey's family 

sees her on Dance TV and can't help but be proud. They comment that they didn't know 

she was such a good dancer. The message of the film seems to be for teens to deceive 

parents in order to follow their desires, and parents will eventually yield. Eddie and the 

Cruisers (1983) and La Bamba (1987) continued the teen musical film genre through 

films about rock performers. Each film provided provided performances to support their 

narratives and provided reference groups for teens yearning for stardom. 

Another version of the teen musical was evidenced in the films Breakin' (1984) 

and Breakin* 2: Electric Boogaloo (1984). Like Girls Just Want to Have Fun, the 

Breakin' films exploited a popular culture phenomenon. In the case of Girls Just Want to 

Have Fun, the phenomenon was Solid Gold. In the Breakin' films, the fad was 

breakdancing. Breakdancing appeared in Flashdance. but was not focused on in a film 

length text before Breakin'. Breakin' starred real breakdancers Adolpho (Shabba-Doo) 

Quinones as Ozone and Michael (Boogaloo Shrimp) Chambers as Turbo. These dancers 

became the reference group for teen viewers who were breakdancing on cardboard boxes 

around the nation. In the film, the breakdancers are an object of desire for Kelly, played 

by Lucinda Dickey, a rich white girl, schooled in ballet and jazz dance who rebels against 

her father by aligning herself with these hispanic and black teens who are threatening to 

him because of their race and culture. Breakin' also features rap music and rapper Ice-T 

in a supporting role. 

The narratives of the Breakin' films are flimsy—just enough plot to provide 
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framework for the dance numbers. In the films, the teens are always overcoming some 

obstacle-winning a breakdance contest or saving their community center. Whatever the 

problem, however, the solution is the same—the characters must dance their way to 

victory. Kelly provides an in to this subculture and serves as the audience surrogate and 

as a reference group. She is an outsider by race and gender, but she is also a dancer, and 

this allows her to join their community. 

Other teen dance films of the 1980s included Salsa (1988), Shag: the Movie 

(1989), and Dirty Dancing (1987). Each of these films reflected a fad or attempted to 

create one. Salsa played on the interest in latin dancing that followed the success of Dirty 

Dancing and Shag: the Movie was, like Dirty Dancing, set in the sixties and featured the 

shag, another popular dance. Of all the dance films of the late 1980s, the most successful 

was Dirty Dancing. This film combined the teen-centered narrative of love across socio-

economic lines with the spectacle of dance and the taboo of sexuality. Dirtv Dancing 

tells the story of Baby (Jennifer Grey), a girl who, against her father's wishes, falls in 

love with her summer resort camp dance instructor (Patrick Swayze). The obstacles to 

the relationship are both familial and societal. In the film, Baby's father encourages the 

relationship between a camp waiter who is also in medical school, and his older daughter, 

but forbids Baby's relationship with her socio-economic inferior. The resort reinforces 

this social hierarchy through regulations forbidding any fraternization between staff and 

guests. Both of these obstacles only serve to heighten Baby's desire for Johnny. The 

narrative ends with a reversal: the "appropriate" boy has gotten one of the staff members 

pregnant, and Johnny has proved his value through his support of Baby and his dancing 
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and sexual prowess. Johnny and the other staff members live in a world of dirty dances, 

where life is more sexual and more exciting. In the teen quest for rites of passage, 

Johnny initiates Baby, who later wants to be called by her given name Frances, into the 

adult world of sex. The dances in the film are sexually suggestive-the very dances 

fundamentalist Christian churches warn against for fear of promoting sexual activity—and 

for this very reason, they were immediately popular with the teen audience. Dirty 

Dancing was released along with its soundtrack which was so popular that an additional 

soundrack, More Dirtv Dancing was released as well. Like many other teen films of the 

1980s, the songs on the Dirtv Dancing soundtrack were hits from an earlier generation. 

The films, which feature current teen stars and familiar teen themes, renew the audience's 

interest in the songs. 

Even when films were not musicals per se, they still made use of the same kinds 

of musical tie-ins used in Dirtv Dancing and Fame. Most of the teen films of the 1980s 

were released with soundtracks, and often the music was part of what drew audiences to 

the films. Pretty in Pink. Girls Just Want to Have Fun. Can't Buy Me Love. Sixteen 

Candles. Dream a Little Dream. Johnny Be Good. Some Kind of Wonderful, and You 

Can't Hurrv Love used familiar songs as the titles of the films. 

Teen musicals of the 1980s exploited teen interest in music and popular culture 

texts as well as teen status aspiration in the form of rock musicians and dancers. Although 

the conventions of the classical musical were utilized in the early teen films of the 1980s, 

the teen musical moved away from the traditional musical's format of narrative 

expression through song to a reliance on song and dance and performance and the 
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increasing use of the episodic structure popularized by music videos. This episodic 

format revised the backstage musical by utilizing the capabilities of cinematic technology 

to create scenes like the jet flight in Top Gun in place of staged "performances." 

The Teen Science Fiction Film 

Nineteen teen science fiction films were made over the course of the 1980s. These 

films were set in that time period and deal either with technological advances gone awry 

or with alien substances or creatures coming to Earth. Most of the teen science fiction 

films are comedies, and unlike the science fiction films of the 1950s, the teen science 

fiction films of the 1980s lack emphasis on the military and are set on a much smaller 

scale. It's not the whole world against some alien menace, it's one or a group of teenagers 

dealing with a personal problem caused by the sci-fi element or a group of teenagers 

saving the world from a menace of which the world is unaware. 

The Fly II (1989), Mv Science Project (1985), and Weird Science (1985) deal 

with science experiments gone wrong and Zapped! (1982) is merely an excuse for Scott 

Baio to pop girls' tops and bras off with his special powers. Critters (1986), Critters II 

(1988), and Gremlins (1984) deal with monsters that must be overcome. Bevond the Stars 

(1989), Explorers (1985), and Space Camp (1986) deal with space travel, and Future Kill 

(1984) presents a dystopia of the future. Repo Man (1984) presents its own breed of sci-fi 

comedy as a young man drives a car with an alien presence in the trunk. Back to the 

Future (1985), Back to the Future Part II (1989), and Bill and Ted's Excellent Adventure 

(1989) combine the teen film and science fiction film genres in tales of time travel. 
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Time Travel Teens: Rack to the Future. Bill and Ted's Excellent Adventure 

and the Use of Time Travel in Teen Films of the 1980s 

Three of the traditional concerns of science fiction literature-space, time, 

and the machine—possess natural affinities to the medium of film...the 

cinema is, in fact, very much like a time machine: since D.W. Griffith, 

filmmakers have successfully distorted time and space in film narrative. 

(Grant 154) 

Back to the Future (1985) and Bill and Ted's Excellent Adventure (1989) fit both 

into the science fiction film genre through their treatment of time travel and into the teen 

film genre through their adherence to the genre's characteristics of topicality and teen-

centered narrative and ideology. 

Science fiction, and especially time travel, lend themselves to the teen film genre 

through their inherent discussions of the "present" society (the society of the film's 

audience at the date of the film's release). One of the major characteristics of the teen 

film genre is an emphasis on topicality, that is, presentation of current music, slang, and 

accessories from toys to clothing. In the time travel film, the transient nature of popular 

culture is explored explicitly. In Back to the Future, most of the film's jokes are derived 

from the differences between the popular culture of 1955 and that of 1985. One of the 

first scenes in the film once Marty, a teen from 1985 who has been transported back to 

1955, attempts to interact in 1950s society serves as a good example. Marty walks into a 

soda fountain and orders a "Tab." The waiter misunderstands his desire for a soft drink 

that does not yet exist, and responds that he can't give him a tab until he orders 
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something. The joke is furthered as Marty tries to think of a beverage he wants and that 

the waiter could understand. The transiency of clothing styles is emphasized through the 

inquiries of the people of 1955 about Marty's "life preserver." The 1985 audience knows 

that Marty is wearing a down vest, and does not realize that it is an indicator of their age 

until the film identifies it as different. The same is true of the Calvin Klein underwear that 

Marty wears and which his mother/seductress assumes bears his name (in 1955, a name 

on your underwear was usually yours). Slang is also examined in the film as the 1955 Dr. 

Brown questions Marty about his use of the word "heavy." Though the film's audience 

recognizes the word to mean "serious" or "amazing," Dr. Brown asks Marty if there has 

been some disturbance in the earth's gravitational force between 1955 and 1985. 

In Bill and Ted's Excellent Adventure, there is an emphasis on popular culture, 

but it is developed in a different way. Whereas in Back to the Future Marty went back in 

time and tried to fit into the society, in Bill and Ted's Excellent Adventure, people from 

the past are brought to the present and have to deal with the "modern" society of the 

viewing audience. The humor in this film derives from speculation about what sport 

Genghis Khan would play if he were alive today, what Sigmund Freud would eat, and 

whether or not Napoleon would enjoy a waterslide called the "Waterloo." 

Back to the Future and Bill and Ted's Excellent Adventure share many of the 

same structural components. The characters go back in time in both films. There are the 

same basic characters: protagonist(s) who are white teenaged males, an adult male figure 

who guides the protagonist(s), and dysfunctional families involving some kind of parental 

conflict and Oedipal struggle. The technology of the time machine in both films is similar 
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in its physical makeup and narrative use. 

Both films deal with characters who travel back in time; however the purpose for 

the travel is different. In Back to the Future. Marty is involved as Dr. Brown's assistant in 

an experiment with a time machine. His travel into the past happens by accident: Marty, 

in an attempt to get away from Libyan terrorists using the car/time machine, inadvertently 

thrusts himself back in time. He is unprepared for the journey and his confused attempts 

to assimilate into 50s society and get "back to the future" form the basis of the film. In 

Bill and Ted's Excellent Adventure, the protagonists are given the time machine by a 

man from the future in order to go into the past and find out information that will allow 

them to pass their history class and thus fulfill their destinies. In this film, the time travel 

is deliberate, and the humor derives from the protagonists' commentaries on the places 

and times they visit and on the characters from the past's experiences in the "now" of the 

viewing audience. 

The characters in both films fulfill similar roles. In both films, the protagonist(s) 

are white male teenagers. This is particularly significant from the point of view of the 

teen film as an exploitation genre. In his book, Teenagers and Teenpics: The 

Juvenilization of American Movies in the 1950s. Thomas Doherty describes the "Peter 

Pan Syndrome" that was developed in the 1960s to determine the formula that would 

attract the largest film audience: 

a) a younger child will watch anything an older child will watch 

b) an older child will not watch anything a younger child will watch 

c) a girl will watch anything a boy will watch 
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d) a boy will not watch anything a girl will watch 

e) therefore to catch your greatest audience you zero in on the 

19-year-old male (Doherty 157) 

In both Back to the Future and Bill and Ted's Excellent Adventure, the protagonists are 

those most interesting to the 19-year-old male. They are all-American boys who represent 

the popular culture of the teenagers who make up the largest part of the viewing audience. 

Michael J. Fox brought his Alex P. Keaton image from his role on Family Ties to Back to 

the Future. He was already recognizable as the stereotypical example of youth in a 

capitalist society. In Back to the Future, the Keaton character's extremes of conservatism 

and competitiveness were toned down into Marty McFly, average American teen. Stanley 

Kauffman describes Marty as "right out of the heart of pop culture" (24). 

Marty...has the right Ail-American equipment: a guitar, a skateboard, a 

steady girl, and a mad scientist friend...Marty of course understands the 

scientific jargon Dr.Brown spouts-what All-American boy wouldn't? 

(Kauffman 25) 

In this way, Marty becomes the representative of the film audience as he 

experiences for the viewer what life in the 1950s would look from a mid 1980s point of 

view. 

If Marty McFly is the prototype for the All-American superboy, then Bill S. 

Preston, Esquire and Ted Theodore Logan represent the All-American underachiever. 

These comic characters, "proudly idiotic high school kids" (Maslin 15), wander through 

time without the life-and-death motive of the Marty McFly character. These boys are 



88 

worried about passing a history test. There are interesting parallels between the 

characters, however. In both films, there is an emphasis on current music. In Back to the 

Future. Marty wants to be a rock and roll star and, through his experiences in the time 

machine, gets the chance to perform and to literally change the course of music history 

(though it is outageous that black 50s entertainers had to learn rock and roll from a white 

boy from the future).1 In Bill and Ted's Excellent Adventure, time travel provides the 

mechanism by which Bill and Ted pass their history class and fulfill their destinies to 

become the fabulously popular group Wyld Stallyons and help to eliminate war and 

poverty and establish the base for future society. 

In both Back to the Future and Bill and Ted's Excellent Adventure, the 

protagonists are aided by an adult male figure who is not a parent, but who fills that 

parental role to some extent. In Back to the Future. Marty is swept into the adventure 

through his relationship with Dr. Emmitt Brown, a mad scientist who fills the role his 

father cannot: he gives advice and shares Marty's interests. Dr. Brown tells Marty that he 

can do anything if he sets his mind to it and develops the massive speaker system Marty 

uses to play his guitar at the beginning of the film. Throughout Back to the Future. Dr. 

Brown works in Marty's best interest-he finds a way to get him back home and to 

preserve his life. Dr. Brown also fulfills the traditional science fiction role of "mad 

scientist." His mussed hair and scatterbrained speeches and gestures are familiar and 

endearing to the audience as are his descriptions of the science behind the time machine. 

He provides the "science" in this sci-fi film. 

In Bill and Ted's Excellent Adventure, it is a man from the future, Rufus, who 
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fulfills this "mad scientist" role. He explains to the boys the way the time machine works, 

and he helps them to achieve their goals when their parents are either unaware of their 

problems or are antagonistic. Just as Emmitt Brown in Back to the Future validates 

Marty's interests and works to further them, Rufus works for Bill and Ted. He presents 

them with guitars and tells them of their future influence on society. At the end of the 

film, he participates in a "jam session" with them--something their parents would not 

only have no interest in, but would probably not even condone. 

The contrast between the adult male teacher/friend and the family in Back to the 

Future and Bill and Ted's Excellent Adventure serves to facilitate a common stance in 

teen films of the preference of youth over age and the need in the films and in society 

(since the films reflect the society in which they are made) for a change in family 

structure and relations. 

In Back to the Future, the problem of Marty's dysfunctional family is solved 

through his time travel and the guidance of his surrogate father, Dr. Brown. In the "now" 

of the film, Marty's family consists of a wimpy father, a fat and unhappy mother, and an 

unhappy and unsuccessful brother and sister. In addition to the family, there is a bully 

who terrorizes the father and promotes the family's continuing problems. Marty, through 

his inadvertent travel back in time, causes a chain of events that changes the "now" when 

he returns. Marty becomes to his father what his father has never been to him~an advisor. 

He teaches his father to stand up for himself and believe in his own potential, ideas Marty 

himself received from Dr. Brown. When Marty returns to the present, he finds that his 

family has changed, and that through his actions, guided by his surrogate father, Dr. 
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Brown, he has enabled his real father to become functional. At the end of the film, this is 

seen as the father tells Marty upon showing him the science fiction book he has just 

written that, just like him, he (Marty) can do whatever he wants if he just sets his mind to 

it. This repetition of Dr. Brown's earlier speech by George McFly signifies that he has 

moved into the parental and advisory role Dr. Brown once filled. 

Though Rufus plays a much smaller role in Bill and Ted's Excellent Adventure 

than Dr. Brown did in Back to the Future, he does serve much the same function; he 

provides a positive adult role as advisor in the place of the boys' dysfunctional families. 

In this film, Bill's family situation is strange. His father has married a girl who is only 

three years older than him and who his friend Ted has dated in the past. Bill's father has 

no interest in him. In one scene, he hands Bill some money to get him to leave his own 

room so he and his wife can have sex on his bed. Here, as in Back to the Future, there is 

an Oedipal conflict. In Back to the Future. Marty has to deal with his young mother who 

is interested in him instead of his father. In Bill and Ted's Excellent Adventure. Bill has 

to deal with a stepmother who is his age and to whom he is attracted, but who insists that 

he call her "Mom." Ted is faced with an antagonistic father who wants to send him to 

military school in Alaska. His father, a policeman, represents not only parental authority 

but societal authority as well. As in Back to the Future, it is through the young 

protagonists' adventures with time travel that they are able to reconcile with their 

families. At the end of the film after Bill and Ted have collected historical figures from 

various periods in history and have created a spectacular presentation for their history 

project, their parents, who have seen the show, come to realize their actions and 
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presumably will change their ways. 

The trend in teen films of the 1980s to present families as dysfunctional and 

parents as disinterested or missing seems to confirm what Thomas Doherty said in the 

conclusion of his book: that the family problems in 1980s films are different than those of 

the 50s. Whereas in the 50s, the teen was trying to escape from too much parental interest 

and control, in the 80s, teens are looking for guidance and direction through surrogate 

parents or through forcing their parents to fulfill their roles. The use of time travel 

provides a basis for comparison of the times and for an "objective" look at present day 

society through the eyes of people from the past. 

The narratives of both Back to the Future and Bill and Ted's Excellent Adventure 

are based on time travel, and in both films, the time machine shares physical 

characteristics and is used in similar ways. In both films, a device common and familiar 

to the present time ia altered into a time machine. In both films, the protagonists learn to 

control the machine and return to the present after facing setbacks. 

In Back to the Future, the time machine is built into a car--a DeLorean. The "high 

tech" look of the car with its "gull-winged extravagance" (Kroll 76) is put to good use in 

its role as time machine. Even though the car is familiar to the present day audience, it 

has been altered in some ways. Technology in the film is explained through the character 

of Dr. Brown. Through his explanations, reminiscent of classic science fiction, the 

audience learns that this car runs on plutonium and that it requires 1.21 gigowatts of 

electricity and a speed of 88 mph in order to travel. These explanations make the machine 

both fantastic and understandable to the viewer, and this is one of the pleasures of science 
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fiction. 

This time machine, though it uses special circuits and amounts of electricity, is 

still very much a car. It runs out of gas or has trouble starting at inopportune moments. It 

is at these moments that the viewer becomes involved with the technology. We know 

how cars work; maybe we can make the machine run. In Back to the Future. Marty and 

Dr. Brown in 1955 must find a way to compensate for technical advances not yet 

available in order to make the machine operate to transport him back. Through American 

ingenuity and common sense, the characters come up with a plan. They can generate the 

electricity they need because Marty knows when lightning will strike the downtown clock 

tower. With the help of Dr. Brown's scientific knowledge, they rig up a conductor that 

will pump the power into the car at the moment it reaches the correct speed. In this film, 

science and common sense work together. In earlier films, there was often a conflict 

between the scientist and the average American, but in Back to the Future, they work 

together. 

In Bill and Ted's Excellent Adventure, the time machine is not a product of 

present day technology. Instead, it is a gift from the future. Even so, the machine is 

recognizable and familiar. The time machine is a modified phone booth with glorified 

rabbit ears on top of it, and it is used by dialing the desired place and time found in the 

"phone book." The technology is explained and visualized as circuits of time-telephone 

wires down which the machine goes to the desired destination. There is little scientific 

explanation for this phenomenon other than that, but the audience, as in Back to the 

Future, sees both the fantastic and the familiar in the machine that looks like their phones. 
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In Bill and Ted's Excellent Adventure, as in Back to the Future, the protagonists 

have to deal with a technical malfunction in the time machine at some time in the past in 

order to return to the present. In the case of this film, the antenna that guides the machine 

through the circuits of time becomes bent. Bill and Ted resolve the problem by getting all 

of the historical figures to chew gum and then give it to them to stick on the antenna to 

hold it together. Though markedly less scientific than the complicated resolution in Back 

to the Future, the solution in Bill and Ted's Excellent Adventure springs from the same 

source: American ingenuity. 

Though the two films share many of the same motifsm their overall focuses are 

different. In Back to the Future, there is an emphasis on the way that actions in the past 

affect the future. Throughout the film, as Esther Fein notes, "the comic pivot, and appeal, 

of the movie is the way in which Marty keeps bumping up against this time warp [in his] 

confused encounter with the standards of the 50s" (1). In the film, there is an anxiety 

expressed about the possible effects of actions upon the space-time continuum. 

Throughout the film, Marty works to make things right after he has accidentally 

prevented his parents' falling in love and through that, his own conception. Isaac Asimov 

noted in his chapter "Movie Science" from the book Screen Flights/Screen Fantasies: The 

Future According to Science Fiction Cinema that: 

One can't deal with time travel in any way without setting up paradoxes. 

One can't move into the past without changing all events that follow the 

point at which one arrives. Time-travel, therefore implies the existence of 

an infinite number of possible "time lines" and it becomes difficult, or 
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perhaps impossible to define reality. (Asimov 52) 

Even so, this didn't seem to bother Bill and Ted. In Bill and Ted's Excellent 

Adventure, the boys travel through time "acquiring" historical figures (and beautiful 

young girls) with no mention of the effects this might have. The power of time travel to 

change reality is only mentioned in the film when it is to the characters' advantage. In 

one scene, the boys escape from the police station with their "acquisitions" through an 

elaborate series of pre-set conveniences~a tape recording of Ted's voice that occupied 

Ted's father during their escape and the convenient placement of car keys when they need 

them. The only references to these things are Bill and Ted's reminders to each other to 

remember to go back in time after their presentation to set these things up so they'll 

happen. At one point in the film, the two Bills and Teds meet each other, one set about to 

begin the adventure, and one on the way back. They talk to each other and even give each 

other tips about what to do while on the trip. There is no fear of galactic destruction of the 

space-time continuum. Just as Back to the Future is effective through its use of believable 

scientific explanation of the function of the time machine, Bill and Ted's Excellent 

Adventure works through fantasy and fun. It doesn't matter that the rules for time travel 

don't transfer from film to film; what matters is that they work within the film itself. 

Both Back to the Future and Bill and Ted's Excellent Adventure serve as 

examples of the continuing value and effectiveness of the science fiction genre as an 

agent of fantasy and social criticism. In addition, the films illustrate the way that the 

objectives of the teen film genre—the representation of a world that is familiar to the teen 

and which validates their status and comments on their functions in society-can work in 
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conjunction with the science fiction genre. Through the convention of time travel, the 

teens are empowered in a way that is unavailable to them in the present and the natural 

capabilities of the science fiction genre as a means of social criticism are utilized to 

present the teens' point of view. Both Back to the Future and Bill and Ted's Excellent 

Adventure provide examples of the way in which hybrid genre films pull together the 

narrative and stylistic strengths of both genres to create films which are often more 

effective than their purer counterparts. 



ENDNOTE 

1. Palmer notes this motif in a number of teen films, including Adventures in Babysitting. In 
both Rack to the Future and Adventures in Babysitting, white suburban teens teach black 
musicians how to perform their music. In Back to the Future, Marty is credited as the source of 
Chuck Berry's "Johnny Be Good" and with rock and roll in general. In Adventures in 
Babvsittine the teens are initially threatened by the black blues performers who tell them that 
"no one leaves 'til they sing the blues." The teens improvise the "Babysitting Blues" and earn the 

praise of the musicians and audience. 

96 



CHAPTER 4 

THE TEEN HORROR FILM 

Emergence of the Teen Horror Hybrid 

Horror films beginning in 1977 have been the subject of a great deal of study. 

These films began a subgenre of the horror film labeled "slasher," "stalker," or "splatter" 

characterized by graphic sex and violence, highly structured formal styles, and 

ambiguous statements about male and female roles and relationships. Halloween (1977) 

is considered to be the prototype of the genre. The film was directed by John Carpenter 

and provided the characteristics that were repeated by other filmmakers in the Friday the 

13th series, the sequels to the Halloween film, and, in the mid 1980s, were revised in A 

Nightmare on Elm Street. 

In her book, Games of Terror. Vera Dika discusses the basic elements of the 

stalker formula. She begins with a discussion of Halloween and the films that followed it. 

She states that "Halloween functions to envelop its viewers in a precisely orchestrated 

system of gratifications and shock. As a highly successful and profitable low-budget film, 

it was closely copied by a number of subsequent filmmakers" (53). 

Carol Clover links the horror film to pornography, saying that "horror and 

pornography are the only two genres specifically devoted to the arousal of bodily 

sensation. They exist solely to horrify and stimulate, not always respectively, and their 
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ability to do so is the sole measure of their success" (Clover 93). 

Monaco ponders the implications of the popularity of horror films in the 1980s, 

stating that 

Horror genre at its best, provides a useful psychological service to people 

under the age of twenty or twenty-five. Horror works, essentially, by 

irrationalising reality. The rules of the game no longer apply when 

monsters, alien beings, and psychopaths walk. And since that game is the 

political and social structure of adults, kids reap a measure of revenge on 

the world of parents in most horror films (81). 

John Carpenter said of horror films that "the reason that these films are popular is 

that audiences want to see something that's forbidden. All these films toy with the rage 

and anger we have within us...they do touch some awful nerve. And the more forbidding, 

the more alluring" (34). John Carpenter's Halloween (1977), the first of the teen horror 

hybrid, featured a recognizably human monster, a new relationship between victim and 

killer, and graphic presentation of sex and violence. 

Halloween (1977) 

In the film, violent acts take up only a short period of time. The majority of the 

film is spent in the killer's stalking of his victims. At the beginning of the film, the 

audience is placed in the position of the killer. A hand-held camera is used to replicate 

six-year-old Michael Myers' sight as he watches his sister and her boyfriend kissing on 

the couch from outside the living room window. They are not aware of his presence, 

other than Judith (the sister)'s comment that "Michael is around here somewhere." 
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Judith's boyfriend, Halloween mask in hand (for the film begins on Halloween 1963), 

follows Judith upstairs. The audience shares Michael's point of view as he enters the 

house, walks through the kitchen, opens a drawer, and picks up a long butcher knife. 

At this point, the audience becomes aware that the point of view shot belongs to a 

character within the film and not to the omniscient narration of the camera. The audience 

sees a small arm wearing a clown costume reach into the drawer and pick up the knife. 

The camera then moves towards the stairs. As it does, the boyfriend passes by and leaves, 

not aware of our/Michael's presence. The camera moves up the stairs. 

On the landing, the arm reaches down and picks up the mask the boyfriend had 

been wearing. The audience's view is then obscured by the mask, and the scene continues 

shot through the eyeholes of the mask. The camera then moves into the bedroom where 

Judith is sitting naked before the mirror. The camera approaches her, and the audience 

sees the raised knife and Judith's face as she is repeatedly stabbed. There is no graphic 

portrayal of wounds, for that is obscured by the mask. The camera then turns away and 

goes back down the stairs and out the front door where a car is pulling up. Two people 

get out and approach, saying, "Michael, what are you doing?" 

At this point, the audience learns the identity of the person whose vision they have 

shared. The camera turns and the audience sees a small boy dressed in a clown costume 

and holding a long knife. He is silent and expressionless. During the remainder of the 

film, the camera shifts from the killer's point of view to the female character Laurie, 

follows victims as would another character, and assumes the traditional omniscient 

narrator position. This constant shifting of the camera keeps the audience on edge and 
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allows for manipulation of responses. 

In Halloween, the on-screen space is dynamized by the possibility of the killer's 

presence. Every time Michael Myers appears, he comes from out of the dark recesses of 

part of the screen space. Often he appears behind the victim in a deepfocus shot. His 

imminent presence is indicated by shots in which the victim is held off center. Half of the 

screen is left empty, and the audience, accustomed to searching for information on the 

presented image, searches the "empty" space for something. It is in this space that the 

killer appears. 

Vera Dika notes that the tension in a horror film becomes "not so much who is the 

killer? but Where is the killer? and When will he strike?...these conditions involve the 

viewer in a play of expectations with the film. The viewer's involvement is participatory, 

as he tries to guess the outcome and eagerly awaits the final jolt supplied by the inflicted 

wound" (54). 

Sexuality is often displaced into aggression and the voyeuristic tendencies of the 

murderer are repeated in the camera work, tempting the audience to see what he sees and 

feel what he feels. The audience "identifies" with the killer because they often share the 

same point of view and because for the most part, the characters of the victims are not 

well developed. 

Clover defines the setting for the events in the slasher film as "the Terrible Place" 

and states that "the terrible place, most often a house or tunnel, in which the victims 

sooner or later find themselves, is a venerable element of horror" (101). She goes on to 

state that there is almost always a scene where the victim goes into the house and waits 
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for the killer to come in—"the penetration scene is commonly the film's pivotal moment; 

if the victim has up to now simply fled, she has at this point no choice but to fight back" 

(101). Clover states that "guns have no place in slasher films" and that "weapons are 

personal, primitive, animalistic" (103). This choice of weapon helps to create the 

spectacle of horror films. Clover finds that "the slasher evinces a fascination with flesh or 

meat itself...the special effects let us see with our own eyes the 'opened' body" (103). 

In the 1980s, the victim in slasher films is most likely a teenaged girl. Clover 

states that the victim "must be a sexual transgressor" and that "in the slasher film, sexual 

transgressors of both sexes are scheduled for early destruction" (103-4). Unlike the killer, 

the heroine and her friends are healthy and attractive. They are members of the American 

middle class, and share with the killer membership in "a single young community. As an 

insular group, they are supposed to an outgroup made up of older people" and this older 

community is not often killed because "their bodies lack youthful perfection" and so 

"there is little pleasure in taking them as objects of sexual investigation," however these 

older characters may have the function of "seer" (Dika 56). Dika finds that the setting of 

the stalker film separates the young community from the rest of society (58). 

The plot structure of the stalker film, according to Dika, is two-part. In the past, 

the killer is wronged and driven to madness through some extreme trauma. In the present, 

the killer returns to take revenge on the guilty parties or on their symbolic substitutes. 

Occasionally a seer warns the young community, but they take no heed. A heroine arises 

and subdues or even kills the killer, but cannot remove his threat or memory (59). 

Slasher films reflect societal attitudes towards sex and gender. Clover states that 
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the qualities that locate the slasher film outside the usual aesthetic 

system...with pornography and low horror in general...are the very 

qualities that make it such a transparent source for (sub)cultural attitudes 

towards sex and gender in particular. Unmediated by otherworldly fantasy, 

cover plot, bestial transformations, or civilised routine, slasher films 

present us in startlingly direct terms with a world in which male and 

female are at desperate odds but in which, at the same time, masculinity 

and femininity are more states of mind than body. (92) 

Within Halloween, evil is attributed to the male as is violence and aggressive force. The 

motivation for these acts is female abandonment of male needs and aggressive female 

sexuality. Michael Myers' motive for killing his sister is unspoken, but the events 

preceding the attack are Judith's neglect of her babysitting duties and her premarital sex. 

The setting of the body of events in the film is fifteen years after the initial attack. The 

killer is the 21-year-old Michael who has broken out of the mental health facility where 

he has been imprisoned. It is significant that he is 21, for this age implies the threshold of 

adulthood and maturity. It is at his initiation into manhood that he returns to the scene of 

his childhood crime. The murders that occur within this segment of the film are 

apparently motivated by the same events as the ones in the flashback. 

Clover states that 

killing those who seek or engage in unauthorized sex amounts to a generic 

imperative that crosses gender lines, affecting males as well as females. 

The numbers are not equal, and the scenes not equally charged; but the 
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fact remains that in most slasher films following 1978 (after Halloween) 

men and boys who go after "wrong" sex also die. (105) 

Clover does note, however, that men in the films die because they have made a 

mistake while women die because they are female and the deaths of males are rapid and 

filmed in long shot while the deaths of females are extended, graphic, and shot at close 

range (105). 

Michael's first victim is Annie, a transgressor who is killed because she does not 

fulfill her role as babysitter and because she attempts to engage in premarital sex. Lynda, 

the second victim, transgresses as well when she uses a bedroom at the house where 

Annie is babysitting in order to have sex with her boyfriend. Annie and Lynda become 

reflections of Judith in their improprieties, but Michael's motivation for attacking Laurie 

is more problematic. 

In each slasher film, there appears what Clover calls "the final girl" who is "abject 

terror personified" and whose scene takes up the last ten to twenty minutes of the film 

(106). Clover notes that "the films following Halloween present final girls who not only 

fight back but do so with ferocity and even kill the killer on their own, without any help 

from the outside" (107). It is important to note that the final girl is not sexually active and 

is instead constructed as "watchful to the point of paranoia; intelligent and resourceful" 

and "boyish" (109). 

Unlike Annie and Lynda, Laurie is practical and androgynous. She takes her role 

as caretaker of Billy seriously and even takes care of Lyndsay for Lynda. Laurie wears an 

apron, knits, and makes jack-o-lanterns and popcorn. Why, then, is Laurie the final 
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victim? Laurie's role as baby sitter/sister replicates the relationship Michael once held 

with Judith, and Michael's rage over Judith's neglect causes him to see her in Laurie and 

attempt to repeat the murder. Laurie, however, survives and subdues him. 

The components of Laurie's character that led her to survive are her practicality, 

her adherence to "female" roles, and her "male" ability to act aggressively and to control 

her situation. Laurie's practicality is manifested in her ability to remain calm in tense 

situations. Laurie keeps Billy calm when he worries about the "bogeyman." Once 

Michael enters the house and begins to stalk her, Laurie watches out for the children's 

best interest, making sure they are safe, and sending them across the street for help. It is 

through adherence to "female" roles that Laurie has protected herself thus far, but it is 

when she abandons the female role that she begins to fight back. 

Laurie stabs Michael with her knitting needles, emblems of her femininity, and 

then fashions a weapon from a coat hanger in order to stab him again. Finally, Laurie 

stabs Michael with his own knife. The doctor, who arrives at the last moment to shoot 

Michael, knocking him off of the balcony, is ineffective because even he is unable to kill 

him. Michael, and the aggressive male force he represents, will continue to pose a threat. 

Within this film, the female is posited as both victim and aggressor~as powerless 

and powerful. This ambiguous position reflects the ambivalence towards women in the 

patriarchal society of the 1970s and 1980s. Within the film, the aggressive male is called 

"pure, unadulterated evil" and yet the audience through the camera shares his point of 

view and achieves pleasure through the experience of the murders of women. Women in 

the film are victims just by virtue of being women. Whether they are sluts or girl scouts, 
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"women are objects to be used for pleasure, manipulated, and disposed of if they trespass 

the boundaries set by the patriarchy and, in the case of Laurie, even if they don't" (Clover 

108). 

Even Laurie's heroism in her fight with Michael is diminished by the appearance 

of the doctor at the last moment. He steals the moment of glory by "saving" Laurie 

though through the rest of the film he has been a bumbling idiot. Whereas males have 

typically come to the rescue of final girls in the past, "the comic ineptitude of the would-

be 'woodsman' is a repeated theme in the late slasher films" (Clover 108). Although the 

doctor, at one point in the film, stands in front of the Myers house waiting for Michael's 

return and neglects to see the very car he is looking for pass behind him, he is still given 

the privileged position of final savior in the film. 

The films that followed the success of Halloween repeated components of the 

original film: a combination of sex and violence, silent male killers stalking female 

victims, and an emphasis on shock value. The slasher films of the 1980s were not made 

as ideological statements, yet their success attests to the importance of investigation of 

the ideology within them. The series that followed Halloween, especially Friday the 13th. 

exploited the paradigm developed in Halloween and furthered the visceral experience 

through graphic depiction of gore. The Friday the 13th films entertain audiences through 

presentation of a generic male killer who is motivated to kill by some betrayal of a person 

or persons in a caretaker role. The victims in the films are predominantly teenaged girls 

who are often engaged in sexual intercourse. The films offer a combination of sex and 

violence that appeals to sensation-seeking desires within the young audience. In these 
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films, the audience vicariously experiences extremes of violence and sex in an effort to 

sate their curiosity about taboo subjects. 

Friday the 13th (1980) 

Friday the 13th is set at Camp Crystal Lake, the site of the drowning of Jason 

Voorhees, a camper who died due to the counselors' neglect of their caretaking duties. 

While they were supposed to be supervising Jason, the counselors engaged in premarital 

sex. The film begins years after the drowning, as a group of counselors are working to 

reopen the camp. The killer in this film is a silent male who wears a hockey mask and a 

mechanic's jumpsuit. Like Michael in Halloween. Jason kills counselors who are sexual 

transgressors. At the end of this film, however, the killer is identified as Jason's mother. 

She is wreaking revenge for her son's death and hoping to ensure that the camp will never 

reopen so that no other children will die the way Jason did. This surprise discovery of the 

female mother taking on the persona of the aggressive male causes the film viewers to 

reevaluate their identification with the on-screen character. The mother is decapitated at 

the end of Friday the 13th. but in the later films, Jason himself and a child who was 

terrorized by Jason pick up her psychotic tendencies. In the Friday the 13th films, motive 

is secondary to the stalker formula. What does come from the film is an attitude that 

anyone—male or female, adult or child—can become a killer. 

The Friday the 13th films are characterized by isolation of characters, little 

character development, and virtual plotlessness beyond a cursory setting of situation. 

The camp setting places the film within the domain of the teens and in a situation away 

from parental and societal control. The teens in these films take on the same babysitting 
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roles as the teens in Halloween, and their negligence of their adult duties in the quest for 

sex puts them in danger. The films then progress through the butchering of the people 

within the narrative and end with a cliff hanger, which also becomes a sequel provider, 

wherein Jason may return. Over the course of the Friday the 13th film cycle, Jason, unlike 

Michael, who in Halloween was a real man, becomes an eternal, indestructible menace. 

Why is Jason transformed into an eternal being? Perhaps because the audience's 

ambivalence about taboos of premarital sex remain, and Jason provides a punitive force 

against the viewers and society that engage in such activities. 

The punishment Jason exacts within the films serves as a violent displacement of 

the sexual penetration that motivates him. Jason always kills with a weapon of 

penetration. His slaughters are visceral as he uses harpoons, knives and axes. Often 

characters are impaled on walls or couples shish-ka-bobbed together while having sex. As 

the films warn against premarital sex, they also feed the viewers' desire for titillation 

through the acceptable depiction of violent murder. 

A Nightmare on Elm Street (1984) 

In the mid 1980s, another major cycle of slasher films began. A Nightmare on 

Elm Street used the basic elements found in Halloween and continued in Friday the 13th. 

but the ideology of the film was different. In A Nightmare on Elm Street, there is a male 

killer and young female victims, but the premise is different and the victims are 

empowered in a way the Halloween and Friday the 13th victims were not. In A 

Nightmare on Elm Street, the killer (Freddy Krueger's) domain is the nightmare. 

Ideologically, the horror movie as vicarious nightmare is exposed and exploited. 
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Dickstein states that "fear and desire are our most primitive impulses, both ridiculously 

easy to arouse-few props are necessary to draw us in" and that 

the fear of death is the ultimate attraction of all horror films. Those who 

submit to them are generally young, and they go seeking the kinds of 

thrills that can only be had through risk and danger...children create games 

around the very things they most fear, as a way of subduing those fears 

and gaming control...horror films ...neutraliz[e] anxiety by putting an 

aesthetic bracket around it. Even the most terrifying nightmare must come 

to an end; though it may trouble the mind for days afterward, it must be 

followed by a sense of relief...they lance and probe our encapsulated fears, 

and drain off feelings we didn't even know we had. (35) 

In A Nightmare on Elm Street, the outrageous events, the superhuman killer, and 

the grotesque weapons are explained by the fact that Krueger is a creation of the young 

peoples' collective fear. Four members of a high school class—two boys and two girls-

are plagued by nighmares of the same thing; a burned man wearing a funny hat, an orange 

and green sweater, and brandishing a knife-covered glove. 

Unlike the earlier cycle films, the victims in this film are more developed and 

fight a visible and personal foe. Freddy is not a silent shadow, like Michael Myers in 

Halloween or Jason Voorhees in Friday the 13th but is instead a a colorful character. 

Freddy, like Michael in Halloween is linked to the "bogeyman." In Halloween. Billy, the 

child Laurie is babysitting, fears that the bogeyman will get him. This child's fear of 

violent male force appears again in A Nightmare on Elm Street. The teens' dreams of 
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Freddy include an idyllic setting of children in white dressed jumping rope and chanting 

One, two, Freddy's coming for you. Three, four, better lock your door. 

Five, six, grab a crucifix. Seven, eight, gonna stay awake. Nine, ten, never 

sleep again. 

The female lead in the film, Nancy (Heather Langenkamp), identifies the song as 

a childhood chant about the bogeyman. From the song, it can be discerned that the 

bogeyman is an external force trying to break in to attack, that he can be avoided through 

religion and that vulnerability occurs during sleep. The same fears that are embedded in 

the bogeyman myth are the ones which attract the horror film audience. Freddy is like the 

earlier killers as well because his violence is related to sexual deviance. During the course 

of the film, it is revealed that Freddy was a child molester and killer who had plagued the 

community where the now-teens lived as children. 

The standard slasher formula in A Nightmare on Elm Street is complicated by the 

addition of dream parameters. The characters learn early that Freddy lives in their dreams 

and that whatever happens in the dreams affects reality. They also learn that monsters in 

dreams are empowered by the fears of the dreamer. Here, however, as in Halloween and 

Friday the 13th. a past wrong precedes the goings-on in the body of the film. In A 

Nightmare on Elm Street. Freddy was burned to death by a group of parents after he was 

released by a court on a technicality. In the present of the film, the children of these 

parents are plagued by Freddy in their dreams. During the course of the film, the 

characters work together to understand their fears and the "final girl" in this film faces her 

fears, drains Freddy's power from him, and regains the friends and family he has taken 
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from her. 

The use of the dream as the vehicle for discussion of fear in the horror film is apt, 

for it is in dreams that teens deal with conflicts and explore taboo subjects. The dream 

becomes a venue for actions that are not allowed in waking life. Freddy, who speaks in 

contrast to the mute Michael or Jason, is quite talkative, humorous, and makes bad jokes. 

As Freddy becomes a known, with clear parameters, he becomes both more and less 

frightening-he lulls the audience into comfort before striking. Another result of Freddy's 

characterization is the opportunity for the teen protagonists to fight back. Perhaps the 

indestructibility of the killers in Halloween and Friday the 13th is too disturbing. A 

Nightmare on Elm Street allows teens to deal with fears and conquer them. These films 

are not about sexual transgressors; rather, these are good kids being victimized. The 

Nightmare on Elm Street films expand empowerment of teens and include minorities and 

the handicapped in Dream Warriors. This is one of the only teen films of the 1980s that 

presents a multi-racial world. 

Although the end of A Nightmare on Elm Street provided for sequels through 

Freddy's return, this ending does not take away from the empowerment of the teen 

victims so much as it propels the series and attests to the power of subconscious fear. 

Student Bodies (1981) 

Student Bodies parodies the slasher film in its narrative of a male killer stalking 

the students at a suburban high school. In this film, which was produced before many of 

the slasher films of the 1980s, the major characteristics of the hybrid genre are defined 

and satirized. Like Ferris Bueller's Dav Off. Student Bodies includes direct address of 
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the film audience and provides character graphics on the screen throughout the film. The 

film presents character types developed in Halloween and continued in Friday the 13th 

and A Nightmare on Elm Street: an anonymous male killer who kills sexually aggressive 

female teens and couples engaging in premarital sex. The graphics on-screen inform the 

audience of teens who will soon be killed, identifies weapons, and keeps a running total 

of the number of teens killed in the film. 

The killer in this parody, like the killers in the other teen slasher films, does not 

use guns, but rather such implements as a paper clip and a wooden horsehead bookend in 

the murders of the female victims. The film mimics pornographic films and the slasher 

films in the shots of the murders of the female teens, and like the slasher films, the 

murders of male teens are brief. Males are dispatched in the film by being tied up in 

black plastic trash bags. The male teens are too stupid to free themselves from the bags 

and die. Like the slasher films that Student Bodies satirizes, the killer is motivated by 

rage caused by viewing female teens engaging in unsanctioned sex. The killer is revealed 

at the end of the film to be one of the teachers-another example of the equation in teen 

films of evil, corruption, and punitive force with adult authority figures. 

In all three teen horror film cycles, a basic ideology unfolds. Evil in the form of a 

(superhuman male aggressively attacks young people, often female. The victims are 

never directly related to the source of the killer's motivation for murder, but instead serve 

as substitutes for the original motivator. The spectacle of voyeurism is exploited in these 

films as the viewer becomes an unseen watcher stalking the victims with the killer. Fears 

of death and pain as well as curiosity about sex and taboo are explored in the films 
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through exposure to and vicarious experience of the deaths and pain and sexual liaisons 

of the characters on-screen. 

For their target audience, the teen horror film sates the desire to experience strong 

sensations, to be afraid, to be aroused. As the stalker genre progressed throughout the 

1980s, the ideology of the films changed to include a measure of control for the young 

protagonists in the films, and, through them, to the young audience. If the bogeyman is 

out there, or at least continues to exist in the minds of the audience, then these films give 

them a chance to deal with their fears. 



CHAPTER 5 

CONCLUSION 

Problems of Difference in Teen Films of the 1980s 

The teen films of the 1980s were produced for a white, suburban, heterosexual, 

male audience, and the narratives of these films were biased for this audience as well. 

White, suburban, heterosexual males were the inheritors of the dominant culture which 

was satirized and rejected in the teen films of the 1980s and, as I have mentioned earlier, 

the same films that reject adult culture and values often end with an attempt at 

reconciliation with the dominant society. This reconciliation represents the teens' need to 

negotiate a relationship with the society they have been born into and hope to soon 

control. Although teen films appear to be rebellious, their final messages are usually 

quite socially conservative. These messages reflect an audience who wants to own the 

parent culture, but not to change it significantly because it is one that empowers them. 

The hierarchies established in the teen films of the 1980s reinforce the dominant positions 

of these white, suburban, heterosexual males and devalue deviance from these norms. 

Where, then, are the voices of racial minorities, homosexuals, women, and the 

handicapped in the teen films of the 1980s? The voices of these disenfranchised groups 

have been absent, stereotyped, or exploited in the mainstream films described in this 

study. 
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Black teens living in the 1980s saw themselves as main characters or major 

participants only in films like The Warriors or Colors: films depicting inner city poverty 

and gang wars. When black teens appeared in the mainstream teen lifestyle films, they 

were relegated to stereotypical roles. In Porkv's. the only black character is the "nigger" 

whose job is to punish the nice white boys for sexual relations with Cherry Forever. In 

Some Kind of Wonderful, the black teens are the unpopular "criminals" who spend their 

time either in detention or aspiring to be like the popular white teens by crashing their 

party. Asian teens are virtually absent in the teen films, save the grotesquely charicatured 

figure of Long Duck Dong in Sixteen Candles. The only film of the 1980s that featured a 

multi-racial world in which teens of all races and physical abilities worked together was 

A Nightmare on Elm Street 3: The Dream Warriors. In the 1980s, the only society in 

which all teens could work together was the dream world. 

Homosexual teens in the films of the 1980s were even worse off than racial 

minorities. These teens were despised, threatened, and even tortured. In Sixteen Candles. 

The Breakfast Club, and Some Kind of Wonderful, male teens are threatened with being 

labeled "fags." Farmer Ted uses Samantha and Caroline in Sixteen Candles in order to 

avoid this designation, applied to him because he is physically immature. In The 

Breakfast Club. Andrew's chosen sport, wrestling, causes him to be ridiculed as a boy 

who likes to wear tights and roll around on the floor with other men. It is Andrew's 

pressure to prove that he is a man—that he is not homosexual—that drives him to torture 

another effeminate teen. In Some Kind of Wonderful. Watts, a tomboy, is unpopular 

because she has short hair, plays the drums, and wears boys' boxer shorts instead of girls' 
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panties. At one point in the film, Ray tells her that "if [she] wanted to, [she] could be a 

girl like that [snapping his fingers]." The pressure to conform to heterosexual behavior 

recurs in almost all of the teen films of the 1980s. 

In Heathers, the motive for the "suicides" of two football players is fabricated as a 

homosexual crisis through the planting of Evian bottles, a picture of Judy Garland, a 

homosexual magazine, and a heart-shaped box. The community in the film believes these 

stereotypical objects as proof, and in a comic episode, the father of one of the dead boys 

admits that he "love[s his] dead gay son." In this society, the only way he could love his 

gay son would be if he were dead. 

Handicapped teens are the butt of jokes in Sixteen Candles. Heathers, and Can't 

Buy Me Love. In Sixteen Candles, the "girl geek's" spine brace provides the subject 

matter for three separate humorous scenes in the film. In Heathers, the image of Martha 

Dunstock in her wheelchair and neck brace after her attempted suicide is presented to the 

student body at large as comical; in fact, Martha is chided for being unable to do anything 

right—including suicide. In Can't Buv Me Love, when Ronnie does his African Anteater 

Ritual at the school dance, one of the teen observers notes, "He must be in Special Ed," 

an indicator that his unusual dance is akin to the physical and social characteristics of 

"slow" teens. The teen hierarchy that values physical maturity and athletic prowess 

allows no place for teens who are not "whole." Note as well that none of the teens in the 

teen films of the 1980s have a permanent disability. Those teens are absent from the films 

altogether. 

Women are depicted as sexual objects in the teen films of the 1980s, commodities 
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who can achieve popularity through physical beauty and attachment to a popular male. 

The teen horror hybrids of the 1980s taught teens, especially female teens, that sex was 

exciting but dangerous and could even lead to death, figuratively through the loss of 

innocence and the possibility of pregnancy, and literally because of diseases like AIDS. 

Women are taught through the films to conform to traditional gender roles, to be maternal 

and asexual in order to be safe, but also to be objects of sexual desire and thus open to 

victimization by males in order to be socially successful—a double-bind. 

The question of acceptability of depiction of violence in American film and 

television has been hotly debated of late; however, it is evident that regardless of social 

approval, violent acts are prevalent in both film and television productions for all 

audiences while the graphic depiction of sexual intercourse is banned on television and in 

film warrants an NC-17, X, or is outlawed altogether. The substitution of violence for 

sex, which is utilized in the teen slasher film, is also used in many mainstream American 

films in the genre of the "erotic thriller." In films such as Body Heat. Fatal Attraction. 

Basic Instinct, and Body of Evidence, sex and violence are intertwined. In contrast to the 

slasher film, these films place the threat with the woman who is simultaneously the site of 

voyeuristic perusal, sexual deviance, and latent aggression. 

In all of these films, the women are killers or suspected killers. Here the male 

does not punish the the female for sexual transgression. Instead, the male is taught to fear 

single women who love sex because they can threaten men's lives, both literally and 

figuratively. Both male and female teens are cautioned against sex in the slasher films, 

but the agent of retribution takes the form of the sexually aggressive male who penetrates 
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the young transgressors in a pornography of violence. Even for adults, extramarital sex 

remains censured, but in these films the male signifies tradition and dominance and is 

often married and his social order--the status quo-is threatened by the sexually 

aggressive woman. 

In these films, unlike the slasher films, the woman's actions are halted with a 

finality not present in the open-ended slashers. Often the dangerous woman is killed by 

the "good wife" who removes the threat presented in the person of the competitive 

female, saves her man, and restores order. In other scenarios, the man overpowers the 

woman or calls in police as symbols of the dominant status quo to take her away. 

The only recent film left open-ended was Basic Instinct in which the woman who 

the protagonist believes he has tamed engages in sex with him at the end of the film in a 

visual quotation of the murderous act of sex that begins the film. The woman is on top, 

powerfully thrusting and animalian, and the man is bound to the headboard. This active 

woman-passive man image is so threatening that every time this scene occurs in the film, 

the audience fears she will kill him. At the end of the film, she does not kill him, but the 

threat remains as the camera tilts down to reveal the ice pick, the implement used by the 

murderer earlier in the film, under the bed. This female power position is missing in the 

teen films of the eighties, but the threat of female power remains. The teen films of the 

1980s, in reflecting the male audience with all their fears and biases, relegated the female 

characters to positions of physical and social inferiority. 

Teen Films in the 1990s 

Whereas the teen films of the 1980s adhered to the Peter Pan formula of 
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marketing to the desires and values of the 19-year-old white male, the teen films of the 

1990s are significantly broader in scope. As teen films entered the 1990s, there was a 

significant rise in the number of films marketed to black audiences. With the release of 

Bovz 'N the Hood (1991), a "sellable black male commodity" (Dauphin 52), Hollywood 

recognized the black audience as a viable section of the film market with tastes and 

interests that could be exploited. While the teen films of the eighties ignored or 

stereotyped blacks, the teen films of the nineties explored not only the inner city gang life 

that had been brought to public attention through the popularity of rap music, but also 

more traditional teen lifestyle films featuring black, middle class, suburban teens. 

According to Pam Lambert, "African-Americans make up 12 percent of the U. S. 

population and 25 percent of the moviegoing audience" but "Hollywood's creations are 

the mirror in which Americans see themselves—and the current racially skewed reflection 

is dangerously distorted" (42). In 1991, Joshua Hammer found, nineteen movies directed 

and starring blacks were released (42). 

The House Party films of the 1990s exploit the interests of the black middle class 

with teen idols Kid and Play (Christopher Reid and Christopher Martin) who straddle the 

line between rap artist and actor in much the same way that Fresh Prince Will Smith does 

in the popular television show Fresh Prince of Bel-Air. These teen films follow the same 

basic formula as the John Hughes films, dealing with issues like popularity and romantic 

love and reflecting a male point of view. These films differ from the films of the eighties, 

however, in their social commentary. In addition to the kinds of adult characters rejected 

and satirized in the eighties films, the black teen lifestyle films feature these characters-
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symbols of white dominant culture--as racists who provide obstacles missing from the 

white teen films. In the House Party films, the teens deal with white neighbors who don't 

like the boys' loud rap music and white police officers who harass the boys when they 

venture into the world and who censure their "house parties" as well. Deneme Millner 

says that during the 1980s 

African-Americans were more concerned with maintaining a "corporate 

image once they got their foot in the door of free enterprise. Youngsters 

started sporting big name clothes and sneakers that came with just as big a 

price-tag. Later in the decade, teenagers started wearing over-sized, flashy 

gold chains and earrings with an attempt to play themselves as people with 

an excess amount of cash...but the New Black Aesthetic is taking the perm 

out of the hair and the gangster out of the Black of the '80s and ushering 

them into the '90s with a new look to accompany the new attitude. (19) 

Millner states that during the 1980s film neglected the "need for African expressionism" 

and that black "cultural identities were non-existent, and the white actors were the heroes, 

leaving the audience with nothing but empty characters and weak plots (20). The House 

Party films of the nineties, in contrast, "showed that African-American youths are more 

than just the stereotypical menace to society" (Millner 20). 

In addition to the House Party films, there are also a number of teen films that 

feature black teens as main characters in a multi-racial ensemble cast. The Craft (1996) 

features a quartet of teens who are all social outcasts. Early in the film, a bus driver who 

has taken the girls to the coast tells them as they disembark to "watch out for the 
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weirdos." The girls respond, "We are the weirdos, mister." It is interesting that when a 

black teen finally appears in a leading role, she is part of a community of misfits. Racial 

issues permeate this film as well, as Rochelle's motivation for the use of witchcraft is 

revenge against popular teen Laura Lizzie played by Christine Taylor who also appeared 

as Marcia in The Bradv Bunch Movie. This teen makes fun of Rochelle's "nappy hair" 

and tells her that she "just doesn't like Negroes." Rochelle's revenge causes Laura to lose 

her long, blond hair, a symbol of her reference group status as well as her racial 

difference. 

A black teen appears in a leading role in The Incredibly True Adventure of Two 

Girls in Love, a film about a love affair between lesbian teens. In this film, the black teen 

is posited as a social misfit, but as in The Craft, the character is free of the 1980s 

stereotypes of inner city poverty. In this movie, Evie comes from a well-educated, 

affluent family, while Randy, a white teen, comes from a blue collar environment. 

The Incredibly True Adventure of Two Girls in Love also provides one of a 

number of references to homosexuality in the teen films of the 1990s. The Incredibly 

True Adventure of Two Girls in Love focuses on lesbianism as its main issue and 

Clueless and The Bradv Bunch Movie present homosexuality as an acceptable alternative 

to a heterosexual lifestyle. In Clueless. Cher lusts after a male friend who possesses "too 

much fashion sense" to be straight, and The Bradv Bunch Movie features a teen girl who 

lusts after Marcia. Clueless also presents the only black character who is not a social 

misfit. Dionne is rich, beautiful, and popular, and she has an equally attractive, equally 

popular black boyfriend. 
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Clueless differs from the teen lifestyle films of the eighties because it satirizes the 

main characters who would have been validated unconditionally in the materialistic 

yuppie world of the earlier films. In this film, Cher learns to find value not in surfaces-

conspicuous consumption, fad clothing, slang terminology—but in her stepbrother's 

down-to-earth ideology. Josh is a reaction against the brand-name wearing, social 

climbing materialists of the 1980s. He is intelligent and sensitive, wears generic clothes, 

and is interested in environmental, social, and political issues. Josh in Clueless reflects a 

trend in teen culture and popular culture away from an interest in becoming the 

"miniature adults" of Fast Times at Rideemont High and instead towards a youth 

rebellion akin to the activism of the 1960s and 1970s. Teens have embraced alternative 

rock, environmental and social activism, and have rejected dominant adult society as a 

reference group. 

Teen films of the 1990s like Kids search for meaning in teen life through the 

depiction, in pseudo-documentary style, of a teen reality that is often gritty and repulsive. 

According to Amy Taubin, "Kids are neither the kids of sitcom nor are they much like the 

teen movie idols from James Dean to River Phoenix. For one thing, they're impulsive 

rather than introspective" (29). Taubin goes on to state that "hypothetical and invisible is 

how America wants its kids to be" and that the backlash that accompanied the film was 

due in part to the fact that "Kids is a cautionary tale in the age of AIDS" that offers, as 

Caryn James finds, an "exaggerated depiction of a genuine problem that it doesn't try to 

analyze... [and] a world without visible parents [which Taubin sees as an indicator of the 

problem that]...their parents have made themselves invisible, have disappeared on them" 
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(29). Instead of idealized teens, these films feature a nightmare of what teens can 

become. If the teens of the 1990s have nothing to which they can aspire, they at least 

have something to avoid. 

Teens in the 1990s are searching for a redefinition of themselves within the 

mainstream of American society but have realized that the materialism of the 1980s has 

led to a generation of young adults disillusioned by the empty rewards of material pursuit 

and the failure of American society to pay off on its promise that if young people went to 

college and got a degree they could become rich and successful. Instead, many of the 

former teens of the 1980s live at home with their parents, the jobs they wanted either 

phased out by the computer age or still in the hands of Baby Boomers. These young 

adults, caught in a position of dependency in a social system that values independence, 

have been labeled "slackers." The teens coming of age under this slacker label, who see 

the people they will soon become discouraged and disillusioned with the American 

dream, have begun to turn away from the value system of the 1980s that promised 

rewards it could not deliver. 
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FILMOGRAPHY 

The following is a comprehensive list of the teen films of the 1980s. Following each 

listing is a notation of the film's content: 

(H) Horror film. 
(M) Musical. 
(TR) Teen romance. 
(P) Problem film. 
(C) Comedy. 
(JD) Juvenile delinquency. 
(D) Drama. 
(S) Sports. 
(F&G) Fun and games. 
(F) Family. 
(T&A) Tits and ass. 
(C of A) Coming of age. 
(CS) Class struggle. 
(S&V) Sex and violence. 
(SP) Social problem film. 
(RC) Romantic comedy. 
(SF) Science fiction. 
(B) Beach films. 
(W) War films. 

Coogan, Anthony Rapp, Maia Brewton, Calvin Levels. 99 mins. (C) 

Allnighter. The (1987). Dir. Tamar Simon Hoffs. With Susanna Hoffs, DeDee Pfeiffer, 
Joan Cusack, John Terlesky, James Anthony Shanta, Pam Grier, Michael Ontkean. 92 
mins. (C, TR) 

All the Right Moves (1983). Dir. Michael Chapman. With Tom Cruise, Craig Nelson, 
Lea Thompson, Charles Cioffi. 113 mins. (S) 

Aloha Summer (19881 Dir. Tommy Lee Wallace. With Chris Makepeace, Yugi 
Okumoto, Don Michael Paul, Sho Kosugi. 96 mins. (B,S) 
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American Anthem (1986). Dir. Albert Magnoli. With Mitch Gaylord, Janet Jones, Tiny 
Wells, Michael Pataki, Patrice Donnely, John Aprea. 110 mins. (S, TR) 

American Werewolf in London. An (1981s). Dir. John Landis. With David Naughton, 
Griffin Dunne, Jenny Agutter, John Woodvine. 98 mins. (H,C) 

Angel (1984). Dir. Robert Vincent O'Neil. With Donna Wilkes, Dick Shawn, Cliff 
Gorman, Susan Tyrell. 93 mins. (SP) 

Angel III: The Final Chapter (1988V Dir. Tom DeSimone. With Mitzi Kapture, Maud 
Adams, Mark Blankfield, Richard Roundtree, Dick Miller. 99 mins. (SP) 

April Fool's Dav (19861. Dir. Fred Walton. With Jay Baker, Deborah Foreman, Deborah 
Goodrich, Ken Olandt, Griffin O'Neal, Amy Steel. 90 mins. (H,C) 

Assault of the Killer Bimbos (1988). Dir. Anita Rosenberg. With Christina Whitaker, 
Elizabeth Kaitan, Nick Cassavetes, Griffin O'Neal. 81 mins. (C) 

Assault of the Party Nerds (1989). Dir. Richard Gabai. With Richard Gabai, Michelle 
McClellan, Linnea Quigley, Troy Donahue. 79 mins. (C) 

At Close Range (1986). Dir. James Foley. With Sean Penn, Christopher Walken, Mary 
Stuart Masterson, Candy Clark, Millie Perkins, Christopher Penn. I l l mins. (SP) 

Avenging Angel (1985). Dir. Robert Vincent O'Neil. With Betsy Russell, Rory 
Calhoun, Susan Tyrell. 88 mins. (SP) 

Back to School (1986). Dir. Alan Metter. With Rodney Dangerfield, Sally Kellerman, 
Burt Young, Keith Gordon, Robert Downey,Jr., Paxton Whitehead, Terry Farrell. 90 
mins. (C) 

Back to the Beach (1987). Dir. Lyndall Hobbs. With Frankie Avalon, Annette Funicello, 
Lori Loughlin, Tommy Hinkley, Connie Stevens. 90 mins. (B,C) 

Back to the Future (1985). Dir. Robert Zemeckis. With Michael J. Fox, Christopher 
Lloyd, Lea Thompson, Crispin Glover, Marc McClure, Wendy Jo Sperber. 115 mins. 
(SF,C) 

Back to the Future. Part II (1989). Dir. Robert Zemeckis. With Michael J. Fox, 
Christopher Lloyd, Lea Thompson, Thomas F. Wilson, Charles Fleischer, Flea, Joe 
Flaherty. 107 mins. (SF,C) 
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Bad BOYS (1983). Dir. Richard Rosenthal. With Sean Penn, Esai Morales. 123 mins. 
(D) 

Basket Case (1982). Dir. Frank Henelotter. With Kevin Van Hentenryck, Terri Susan 
Smith, Beberly Bonner, Robert Vogel. 91 mins. (H) 

Beach Girls. The (1982). Dir. Pat Townsend. With Debra Blee, Val Kline, Jeana 
Thomasina, Adam Roarke. 91 mins. (B, F&G) 

Beach House (1982). Dir. John Gallagher. With Ileana Seidel, John Cosola, Kathy 
McNeil, Richard Duggan, Spence Waugh, Paul Anderson. 75 mins. (B, CS) 

Beast Within. The (1982). Dir. Philippe Mora. With Bibi Besch, Ronny Cox, Paul 
Clemens. 90 mins. (H) 

Beat. The (1988). Dir. Paul Mones. With John Savage, David Jacobson, William 
McNamara. 98 mins. (D, JD) 

Beat Street (1984). Dir. Stan Lathan. With Rae Dawn Chong, Jon Chardiet, Guy Davis. 
102 mins. (JD, M) 

Beniker Gang. The (1984). Dir. Ken Kwapis. With Andrew McCarthy, Jennie Dundas, 
Danny Dintantro, Charles Fields. 87 mins. (F,D) 

Better Off Dead (1985). Dir. Savage Steve Holland. With John Cusack, Diane Franklin, 
David Ogden Stiers, Curtis Armstrong, Kim Darby, Daniel Schneider, Amanda Wyss. 98 
mins. (RC) 

Bevond the Stars (1989). Dir. David Saperston. With Martin Sheen, Christian Slater, 
Robert Foxworth, Sharon Stone, Olivia d'Abo, F. Murray Abraham. 94 mins. (D) 

Big Bet. The (1985). Dir. Bert I. Gordon. With Lance Sloane, Kim Evenson, Sylvia 
Kristel. 90 mins. (T&A, C) 

Bill and Ted's Excellent Adventure (1989). Dir. Stephen Herek. With Keanu Reeves, 
Alex Winter, George Carlin. 90 mins. (SF, C) 

Blood Beach (1981). Dir. Jeffrey Bloom. With John Saxon, David Huffman, Marianna 
Hill. 89 mins. (B, H) 

Blue City (1986). Dir. Michelle Manning. With Ally Sheedy, Judd Nelson, David 
Caruso, Anita Morris, Paul Winfield, Scott Wilson. 83 mins. (SP) 
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Blue Lagoon. The (1980). Dir. Randal Kleiser. With Brooke Shields, Christopher 
Atkins, Leo McKern, William Daniels. 104mins. (B, TR, T&A) 

Boarding House (1984). Dir. John Wintergate. With Hawk Adley, Kalassu, Alexandra 
Day, Joel Riordan, Brian Buderlin. 85 mins. (H, T&A) 

Body Rock (1984). Dir. Marcelo Epstein. With Lorenzo Lamas, Vicki Frederick, 
Cameron Dye, Michelle Nicastro, Ray Sharkey. 93 mins. (M, JD) 

Bovs Next Door. The (1986V Dir. Penelope Spheeris. With Charlie Sheen, Maxwell 
Caulfield, Patti D'Arbanville, Christopher MacDonald, Paul Dancer, Hank Garrett. 91 
mins. (SP, JD) 

Brain Damage (1988). Dir. Frank Henelotter. With Rick Herbst, Jennifer Lowry, 
Gordon MacDonald. 94 mins. (H, C) 

Breakfast Club. The (1985). Dir. John Hughes. With Emilio Estevez, Anthony Michael 
Hall, Judd Nelson, Molly Ringwald, Ally Sheedy. 97 mins. (CS) 

Breakin' (1984). Dir. Joel Silberg. With Adolfo Quinones, Michael Chambers, Lucinda 
Dickey. (M, JD) 

Breakin' 2: Electric Boogaloo (1984). Dir. Sam Firstenberg. With Lucinda Dickey, 
Adolfo (Shabba-Doo) Quinones, Michael (Boogaloo Shrimp) Chambers, Susie Bono. 94 
mins. (M) 

Bright Lights. Big City (1988). Dir. James Bridges. With Michael J. Fox, Keifer 
Sutherland, Phoebe Cates, Swoosie Kurtz, Frances Sternhagen, Dianne Weist, Jason 
Robards, John Houseman. 110 mins. (SP) 

Brighton Beach Memoirs (1986). Dir. Gene Saks. With Blythe Danner, Bob Dishy, 
Jonathan Silverman, Judith Ivey. 108 mins. (CofA) 

Caddvshack (1980V Dir. Harold Ramis. With Chevy Chase, Ted Knight, Rodney 
Dangerfield, Bill Murray. 90 mins. (C) 

California Girls (1981). Dir. William Webb. With A1 Music, Lantz Douglas, Mary 
McKinley. 83 mins. (C, T&A) 

Campus Man (1987V Dir. Ron Casden. With John Dye, Steve Lyon, Kim DeLaney, 
Kathleen Wilhoite, Miles O'Keeffe, Morgan Fairchild, John Welsh. 94 mins. (C, T&A) 

Can't Buy Me Love (1987V Dir. Steve Rash. With Patrick Dempsey, Amanda Peterson, 
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Courtney Gains. 94 mins. (SP, CS, TR, C) 

Casual Sex? (1988). Dir. Genevieve Robert. With Lea Thompson, Victoria Jackson, 
Andrew Dice Clay. 90 mins. (SP, C) 

Casualties of War T19891 Dir. Brian DePalma. With Michael J. Fox, Sean Penn, Thuy 
Thu Le, Don Harvey, John Leguizamo. 113 mins. (W, SP) 

Catch Me If You Can (1989). Dir. Stephen Sommers. With Matt Lattanzi, Loryn 
Locklin, M. Emmet Walsh, Geoffrey Lewis. 105 mins. (S, SP) 

Cemetery High (1987). Dir. Gorman Bechard. With Debi Thibeault, Karen Neilsen, Lisa 
Schmidt, Simone. (H, C) 

Cheetah (1989). Dir. Jeff Blyth. With Keith Coogan, Lucy Deakins, Collin Mothupi. 84 
mins. (F) 

Chocolate War. The (1989). Dir. Keith Gordon. With John Glover, Ilan Michael-Smith, 
Wally Ward, 100 mins. (S, JD, C) 

Christine (1983). Dir. John Carpenter. With Keith Gordon, John Stockwell, Harry Dean 
Stanton. 116 mins. (H) 

Class (1983). Dir. John Carlino. With Rob Lowe, Andrew McCarthy, Jacqueline Bisset, 
Cliff Robertson. 100 mins. (TR, C) 

Class of 1984 (1982). Dir. Mark L. Lester. With Perry King, Roddy McDowall, 
Timothy Van Patten, A1 Waxman. 93 mins. (S,JD) 

Class of Nuke 'em High (1986). Dirs. Richard W. Haines, Samuel Weil. With Janelle 
Brady, Gilbert Brenton, Robert Pritchard. 84 mins. (H, C) 

Colors (1988). Dir. Dennis Hopper. With Sean Penn, Robert Duvall, Maria Conchita 
Alonso, Randy Brooks, Grand Bush. 120 mins. (JD) 

Courage Mountain (1989). Dir. Christopher Leitch. With Juliette Caton, Jan Rubes, 
Charlie Sheen, Leslie Caron, Yorgo Voyagis. 96 mins. (F) 

Criminal Law (1988). Dir. Martin Campbell. With Gary Oldman, Kevin Bacon, Tess 
Harper, Karen Young, Joe Don Baker. 117 mins. (SP) 

Critters (1986). Dir. Stephen Herek. With Dee Wallace Stone, Terrence Mann, Scott 
Grimes, M. Emmet Walsh, Billy Green Bush, Billy Zane. 86 mins. (SF, H, C) 
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Critters 2: The Main Course (1988). Dir. Mick Gams. With Scott Grimes, Liane Curtis, 
Don Opper. 87 mins. (SF, C, H) 

Crossroads (1986). Dir. Walter Hill. With Ralph Macchio, Joe Seneca, Jami Gertz, 
Robert Judd, Joe Morton. (F, CofA) 

Cutting Class (1989). Dir. Rospo Pallenberg. With Donavan Leitch, Jill Schoelen, Brad 
Pitt, Roddy McDowall, Martin Mull. 90 mins. (S,H) 

Dakota (1987). Dir. Fred Holmes. With Lou Diamond Phillips, Eli Cummins, DeeDee 
Norton. 88 mins. (CofA) 

Dangerous Curves (1988). Dir. David Lewis. With Tate Donavan, Danielle Von 
Zerneck, Grant Heslov. 93 mins. (F&G, C) 

Dangerously Close (1986). Dir. Albert Pyun. With John Stockwell, Cary Lowell, J. 
Eddie Peck. 95 mins. (S, JD, M) 

Danger Zone. The (1987). Dir. Henry Vernon. With Robert Canada, Jason Williams, 
Cynthia Gray. 90 mins. (H) 

Dark Power (1985). Dir. Phil Smoot. With Lash LaRue, Anna Lane Tatum. 87 mins. 
(H, S) 

Date With An Angel (1987V Dir. Tom McLoughlin. With Michael E. Knight, Phoebe 
Cates, Emmanuelle Beart, David Dukes. (F, C, SF) 

Deadly Friend (19861 Dir. Wes Craven. With Matthew Laborteaux, Kristy Swanson, 
Michael Sharrett, Anne Twomey, Anne Ramsey. 92 mins. (SF, H, R) 

Death Wish Club (1983). Dir. John Carr. With Meredith Haze, Rick Barnes, J. Martin 
Sellers, Ann Fairchild. 93 mins. (JD,T&A) 

Delinquent Schoolgirls (1984). Dir. Gregory Corarito. With Michael Pataki, Stephen 
Stucker, Bob Minor. 89 mins. (T&A, F&G) 

Delivery Bovs (1984). Dir. Ken Handler. With Joss Marcano, Tom Sierchio, Jim 
Soriero. 94 mins. (F&G) 

Desperate Teenage Love Dolls (1985). Dir. David Markey. With Jennifer Schwartz, 
Hilary Rubens, Steve McDonald, Tracy Lea. 60 mins. (M, T&A, F&G) 

Destroyer (1988). Dir. Robert Kirk. With Lyle Alzado, Anthony Perkins, Jim Turner, 
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Deborah Foreman, Clayton Rohner. 94. Mins. (H) 

Dirtv Dancing (1987). Dir. Emile Ardolino. With Patrick Swayze, Jennifer Grey, 
Cynthia Rhodes, Jerry Orbach. 97 mins. (CofA,CS, TR, M) 

Doin' Time on Planet Earth (1988V Dir. Charles Matthau. With Nicholas Strouse, Matt 
Adler, Candice Azzara, Hugh O'Brian, Adam West. 83 mins. (C) 

Doom Asvlum (1988). Dir. Richard Friedman. With Patty Mullen, Ruth Collins, Kristin 
Davis, William Hay, Michael Rogen. 78 mins. (H) 

Dorm That Dripped Blood. The (1982). Dirs. Jeff Obrow, Stephen Carpenter. With 
Laurie Lapinski, Stephen Sachs, David Snow. 85 mins. (H) 

Dr. Alien (1989V Dir. David DeCocteau. With Judy Landers, Billy Jacoby, Olivia 
Barash. 87 mins. (SF, T&A, C) 

Dream A Little Dream (1989V Dir. Marc Rocco. With Corey Feldman, Meredith 
Salenger, Jason Robards, Piper Laurie, Corey Haim, Harry Dean Stanton. 99 mins. (F, 
SF) 

Dream Lover (1986V Dir. Alan J. Pakula. With Kristy McNichol, Ben Masters, Paul 
Shenar, Justin Deas, Joseph Culp, Gayle Hunnicutt, John McMartin. 104 mins. (H) 

Dream To Believe (1985). Dir. Paul Lynch. With Olivia D'Abo, Rita Tushingham, 
Keanu Reeves. 96 mins. (S, CS) 

Drugstore Cowboy (1989). Dir. Gus Van Sant, Jr.. With Matt Dillon, Kelly Lynch, 
William Burroughs. 100 mins. (JD) 

Dudes (1987). Dir. Penelope Spheeris. With Jon Cryer, Catherine Mary Stewart, Daniel 
Roebuck, Lee Ving. 90 mins. (C) 

East L.A. Warriors (1989). Dir. Addison Randall. With Tony Bravo, Kaymar Reyes, 
William Smith Lawrence-Hilton Jacobs. 86 mins. (JD) 

Eddie and The Cruisers (1983). Dir. Martin Davidson. With Tom Berenger, Ellen 
Barkin, Michael Pare. 92 mins. (M) 

Endless Love (1981). Dir. Franco Zeffirelli. With Brooke Shields, Martin Hewitt, 
Shirley Knight, Don Murray, Richard Kiley. 115 mins. (SP, TR) 

Evil Altar (1989). Dirs. Jim Winburn, Ryan Rao. With William Smith, Pepper Martin, 



131 

Robert Zdar, Theresa Cooney. 87 mins. (H) 

Evil Dead. The (1983). Dir. Sam Raimi. With Bruce Campbell, Ellen Sandweiss, Betsy 
Baker, Hal Delrich Sarah York. 85 mins. (H) 

Evil Dead II (1987). Dir. Sam Raimi. With Bruce Campbell, Sarah Berry, Dan Hicks, 
Kassie Wesley, Theodore Raimi. 84 mins. (H) 

Evils of the Night (1985). Dir. Mardi Rustam. With Neville Brand, Aldo Ray, John 
Carradine, Tina Louise, Julie Newmar. 86 mins. (SF, H, T&A) 

Evil speak (1982). Dir. Eric Weston. With Clint Howard, R. G. Armstrong, Claude Earl 
Jones, Joseph Cortese. (S, H, CS) 

Explorers (1985). Dir. Joe Dante. With Ethan Hawke, River Phoenix, Jason Presson, 
Dick Miller, Amanda Peterson, Dana Ivey, James Cromwell. 110 mins. (SF, C) 

Eves of a Stranger (1981). Dir. Ken Weiderhorn. With Lauren Tewes, Jennifer Jason 
Leigh, John DiSanti. 85 mins. (H, S&V) 

Fame (19801 Dir. Alan Parker. With Irene Cara, Eddie Barth, Maureen Teefy, Lee 
Curreri, Anne Meara. 134 mins. (M) 

Fandango (1985). Dir. Kevin Reynolds. With Judd Nelson, Kevin Costner, Sam 
Robards, Chuck Bush. 92 mins. (SP) 

Fast Food (1989). Dir. Michael A. Simpson. With Clark Brandon, Randal Patrick, Tracy 
Griffith, Jim Varney, Michael J. Pollard, Traci Lords, Pamela Springsteen. 92 mins 

(F&G) 

Fast Forward (1985). Dir. Sidney Poitier. With Monique Cintron, John Scott Clough, 
Noel Conlon, Don Franklin, Tamara Mark. 110 mins. (M) 

Fast Times At Ridgemont High n 982V Dir. Amy Heckerling. With Sean Penn, Jennifer 
Jason Leigh, Judge Reinhold, Robert Rowanus, Brian Backer, Phoebe Cates. 92 mins. 
(Cof A, C, TR) 

Ferris Bueller's Dav Off (19861 Dir. John Hughes. With Matthew Broderick, Jeffrey 
Jones, Alan Ruck, Mia Sara, Cindy Pickett, Jennifer Grey, Edie McClurg, Charlie Sheen. 
102 mins. (C,F&G) 

Final Terror, The (1981). Dir. Andrew Davis. With John Friedrich, Rachel Ward, Daryl 
Hannah, Adrian Zmed, Mark Metcalf. 82 mins. (H) 
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Fire With Fire (1986V Dir. Duncan Gibbins. With Virginia Madsen, Craig Sheffer, 
Jeffrey Jay Cohen. (JD) 

First Time. The (1983). Dir. Charlie Loventhal. With Tim Choate, Krista Errickson, 
Marshall Efron, Wallace Shawn. 95 mins. (F&G) 

First Turn-On. The (1984). Dirs. Michael Herz, Samuel Weil. With Georgia Harrell, 
Michael Sanville, Googy Gress. 84 mins. (T&A) 

Flamingo Kid. The (1984). Dir. Garry Marshall. With Matt Dillon, Richard Crenna, 
Jessica Walter, Hector Elizondo, Janet Jones. 100 mins. (CS, CofA) 

Flashdance (1983V Dir. Adrian Lyne. With Jennifer Beals, Michael Nouri, Marine 
Jahan, Lilia Skala, Sunny Johnson. 100 mins. (CS,M) 

Flowers in the Attic (1987). Dir. Jeffrey Bloom. With Victoria Tennant, Kristy 
Swanson, Jeb Stuart Adams, Louise Fletcher. 95 mins. (S&V) 

Fly II. The (1989). Dir. Chris Walas. With Eric Stoltz, Daphne Zuniga, Lee Richardson. 
104 mins. (SF, H) 

Footloose (1984). Dir. Herbert Ross. With Kevin Bacon, Lori Singer, John Lithgow, 
DianneWiest. 104 mins. (M, SP) 

For Keeps (1988). Dir. John G. Avildsen. With Molly Ringwald, Randall Batinkoff, 
Kenneth Mars, Miriam Flynn, Conchata Ferrell. 98 mins. (SP) 

Foxes (1980). Dir. Adrian Lyne. With Jodie Foster, Sally Kellerman, Cherie Currie, 
Randy Quaid, Scott Baio. 106 mins. (CofA) 

Fraternity Vacation (1985). Dir. James Frawley. With Stephen Geoffreys, Sheree J. 
Wilson, Cameron Dye. 95 mins. (T&A, F&G) 

Free Ride (1986). Dir. Tom Trbovich. With Gary Hershberger, Reed Rudy, Peter 
DeLuise, Warren Berlinger, Mamie Van Doren. 82 mins. (S,JD,F&G) 

Fresh Horses (1988). Dir. David Anspaugh. With Molly Ringwald, Andrew McCarthy, 
Patti D'Arbanville. 105 mins. (CS) 

Friday the 13th (1980). Dir. Sean S. Cunningham. With Betsy Palmer, Harry Crosby, 
Adrienne King, Kevin Bacon. 91 mins. (H) 

Friday the 13th, Part 2 (1981). Dir. Steve Miner. With Amy Steel, John Furey, Adrienne 
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King, Betsy Palmer. 87 mins. (H) 

Friday the 13th. Part 3 (1982). Dir. Steve Miner. With Dana Kimmel, Paul Kratka, 
Tracie Savage. 96 mins. (H) 

Friday the 13th. The Final Chapter (1984). Dir. Joseph Zito. With Crispin Glover, 
Kimberly Beck, Barbara Howard, Lawrence Monoson. 91 mins. (H) 

Friday the 13th. Part V: A New Beginning (1985). Dir. Danny Steinmann. With John 
Shepherd, Corey Feldman, Melanie Kinnaman. 92 mins. (H) 

Friday the 13th. Part VI: Jason Lives (1986V Dir. Tom McLoughlin. WithThom 
Mathews, Jennifer Cooke, David Kagen, Kerry Noonan, Renee Jones. 88 mins. (H) 

Friday the 13th. Part VII: The New Blood (1988). Dir. John Carl Buechler. With Lar 
Park Lincoln, Kevin Blair, Terry Kiser, Kane Hodder. 88 mins. (H) 

Friday the 13th. Part VIII: Jason Takes Manhattan (1989). Dir. Rob Hedden. With 
Jensen Daggett, Scott Reeves, Barbara Bingham. 96 mins. (H) 

Fright House (1987). Dir. Len Anthony. With Paul Borghese, A1 Lewis, Duane Jones, 
Jennifer Delora, Jackie James. 110 mins. (H) 

Frightmare (1981). Dir. Norman Thaddeus Vane. With Ferdinand Mayne, Luca 
Bercovici, Nita Talbot, Leon Askin, Donna McDaniel, Peter Kastner. 86 mins. (H) 

Fright Night (1985). Dir. Tom Holland. With Chris Sarandon, William Ragsdale, 
Amanda Bearse. Stephen Geoffreys, Roddy McDowall, Jonathan Stark. 106 mins. (H, 
C) 

Fright Night. Part 2 (1988). Dir. Tommy Lee Wallace. With Roddy McDowall, William 
Ragsdale, Traci Lin. 101 mins. (H, C) 

Full Moon High (1981). Dir. Larry Cohen. With Adam Arkin, Ed McMahon, Elizabeth 
Hartman, Roz Kelly, Bill Kirchenbauer, Kenneth Mars, Alan Arkin. 94 mins. (C, H) 

Funhouse. The (1981). Dir. Tobe Hooper. With Cooper Huckabee, Largo Woodruff, 
Sylvia Miles, William Finley, Kevin Conway. 96 mins. (H) 

Future Kill (1984). Dir. Ronald W. Moore. With Edwin Neal, Marilyn Burns, Gabriel 
Folse, Alice Villarreal. 83 mins. (JD, SF, CS) 

Gimme an "F" (1984). Dir. Paul Justman. With Stephen Shellen, Mark Keyloun, 
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Jennifer C. Cooke, Beth Miller, John Karlen. 100 mins. (F&G, T&A) 

Girls Just Want To Have Fun (1985). Dir. Alan Metter. With Sarah Jessica Parker, Lee 
Montgomery, Morgan Woodward, Jonathan Silverman Helen Hunt, Holly Gagnier. 87 
mins. (C,M) 

Girls' Night Out (1984). Dir. Robert Deubel. With Julie Montgomery, James Carroll, 
Suzanne Barnes, Rutanya Alda, Hal Holbrook. 92 mins. (H, T&A) 

Girls' School Screamers (1986). Dir. John Finegan. With Mollie O'Mara, Sharon 
Christopher, Mari Butler, Beth O'Malley. 82 mins. (H, T&A) 

Gleaming the Cube (1988). Dir. Graeme Clifford. With Christian Slater, Steven Bauer, 
Min Luong. 105 mins. (SP, S) 

Goonies. The (1985). Dir. Richard Donner. With Sean Astin, Josh Brolin, Jeff Cohen, 
Corey Feldman, Kerri Green, John Matuszak, Anne Ramsey, Ke Huy Quan, Martha 
Plimpton. I l l mins. (F) 

Gotcha (1985). Dir. Jeff Kanew. With Linda Fiorentino, Anthony Edwards, Nick Corri, 
Maria Adams, Alex Rocco, Christopher Rydell. 97 mins. (CofA, F&G) 

Graduation Dav (1981). Dir. Herb Freed. With Christopher George, Patch MacKenzie, 
E. Danny Murphy, E.J. Peaker, Michael Pataki, Vanna White. 85 mins. (H) 

Grandview U.S.A. (1984). Dir. Randal Kleiser. With Jamie Lee Curtis, Patrick Swayze, 
C. Thomas Howell, Jennifer Jason Leigh. 98 mins. (CofA, TR) 

Grease 2 (1982). Dir. Patricia Birch. With Maxwell Caulfield, Michelle Pfeiffer, Adrian 
Zmed, Lorna Luft, Didi Conn. 115 mins. (M, CofA, CS) 

Gremlins (1984). Dir. Joe Dante. With Hoyt Axton, Phoebe Cates, Zach Galligan, Polly 
Holliday, Frances Lee McCain, Dick Miller, Judge Reinhold. 105 mins. (SF, H, TR) 

Hadlev's Rebellion (19841 Dir. Fred Walton. With Griffin O'Neal, Charles Durning, 
William Devane, Adam Baldwin. (S, CS) 

Hairsprav (1988). Dir. John Waters. With Ricki Lake, Divine, Jerry Stiller, Colleen 
Fitzpatrick, Debbie Harry, Sonny Bono, Ruth Brown, Mink Stole, Pia Zadora. 94 mins. 
(CS) 

Halloween II (1981V Dir. Rick Rosenthal. With Jamie Lee Curtis, Donald Pleasence, 
Charles Cyphers, Panela Susan Shoop, Lance Guest. 92 mins. (H) 
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Halloween III: Season of the Witch (1982V Dir. Tommy Lee Wallace. With Tom 
Atkins, Stacey Nelkin, Dan O'Herlihy, Ralph Strait. 96 mins. (H) 

Halloween 4: The Return of Michael Mvers (1988). Dir. Dwight H. Little. With Donald 
Pleasence, Ellie Cornell, Danielle Harris, George P. Wilbur. 88 mins. (H) 

Happy Together (1989). Dir. Mel Damski. With Patrick Dempsey, Helen Slater, Dan 
Schneider, Kevin Hardesty, Marius Weyers. (RC) 

Heartbreaker (1983). Dir. Frank Zuniga. With Fernando Allende, Dawn Dunlap, Peter 
Gonzales Falcon, Miguel Ferrer, Michael D. Roberts, Raphael Campos. 90 mins. (RD, 
JD) 

Heartbreak Hotel (1988). Dir. Chris Columbus. With David Keith, Tuesday Weld, 
Charlie Schlatter. 90 mins. (FD) 

Heart of Dixie (1989). Dir. Martin Davidson. With Ally Sheedy, Virginia Madsen, 
Phoebe Cates, Treat Williams, Don Michael Paul, Kyle Secor, Kurtwood Smith. 96 
mins. (SP) 

Heathers (1989V Dir. Michael Lehmann. With Christian Slater, Winona Ryder, Shannen 
Doherty. 102 mins. (CS) 

Heaven Help Us (1985). Dir. Michael Dinner. With Andrew McCarthy, Kevin Dillon, 
Mary Stuart Masterson, John Heard, Donald Sutherland, Wallace Shawn, John Cusack, 
Philip Bosco. (CofA, CS) 

Heavenly Kid. The (1985V Dir. Cary Medoway. With Lewis Smith, Jason Gedrick, Jane 
Kaczmarek, Richard Mulligan, Mark Metcalf, Beau Dremann. 92 mins. (F, TR, CS) 

He Knows You're Alone (1981). Dir. Armand Mastroianni. With Don Scardino, Caitlin 
O'Heaney, Elizabeth Kemp, Tom Hanks, Paul Gleason. 94 mins. (H) 

Hellbound:Hellraiser II (1988). Dir. Tony Randel. With Clare Higgins, Ashley 
Laurence, Ken Cranham, Imogen Boorman. 96 mins. (SF, H) 

Hell Night (1981). Dir. Tom DeSimone. With Linda Blair, Vincent Van Patten, Peter 
Barton, Jenny Neuman, Kevin Brophy. 101 mins (H) 

He's My Qirl (1987). Dir. Gabrielle Beaumont. With T.K. Carter, David Hallyday, 
Misha McK. Jennifer Tilly. 104 mins. (F&G) 

Hiding Qut (1987). Dir. Bob Giraldi. With Jon Cryer, Keith Coogan, Annabeth Gish, 
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Oliver Cotton. 98 mins. (SP) 

Hills Have Eves. Part Two. The (1984V Dir. Wes Craven. With Tamara Stafford, Robert 
Houston, Michael Berryman, John Laughlin. (SF, H) 

Hitcher. The (1986). Dir. Robert Harmon. With Rutger Hauer, C. Thomas Howell, 
Jennifer Jason Leigh, Jeffrey DeMunn. 97 mins. (H) 

Hoosiers (1986). Dir. David Anspaugh. With Gene Hackman, Barbara Hershey, Dennis 
Hopper, Sheb Wooley, Fern Parsons. 114 mins. (S) 

Hot Dog...The Movie (1984). Dir. Peter Markle. With David Naughton, Patrick Houser, 
Tracy Smith, Frank Koppola. 96 mins. (S, F&G, T&A, C) 

Hot Pursuit (1987). Dir. Steve Lisberger. With John Cusack, Robert Loggia, Wendy 
Gazzelle, Jerry Stiller, Monte Markham, Shelley Fabares, Terrence Cooper. 93 mins. 
(RC, F&G) 

Hot Resort (1985). Dir. John Robins. With Branson Pinchot, Debra Kelly, Marcy 
Walker, Frank Gorshin. 92 mins. (B, F&G, T&A) 

House on Sorority Row. The (1983). Dir. Mark Rosman. With Eileen Davidson, 
Kathryn McNeil, Robin Meloy, Lois Kelso Hunt. 90 mins. (S, H) 

How I Got Into College (1989). Dir. Savage Steve Holland. With Anthony Edwards, 
Corey Parker, Lara Flynn Boyle, Finn Carter, Charles Rocket, Nora Dunn, Phil Hartman, 
Curtis Armstrong. 87 mins. (SC) 

Humongous (19811 Dir. Paul Lynch. With David Wallace, Janet Julian, Janit Baldwin. 
93 mins. (H, T&A) 

I Am the Cheese (1983). Dir. Robert Jiras. With Hope Lange, Robert MacNaughton, 
Don Murray, John Fielder, Sudie Bond, Robert Wagner. 95 mins. (D) 

Iced (1988). Dir. Jeff Kwitney. With Debra DeLiso, Doug Stevenson, Ron Kologie, 
Elizabeth Gorcey. 85 mins. (T&A, H) 

Illegally Yours (1987V Dir. Peter Bogdanovich. With Rob Lowe, Colleen Camp, 
Kenneth Mars, Harry Carey, Jr., Kim Myers. 102 mins. (RC) 

I Love N.Y. (1987). Dir. Gioanni Bozzacchi. With Scott Baio, Kelly Van Der Velden, 
Christopher Plummer, Virna Lisi, Jennifer O'Neill, Jerry Orbach. 100 mins. (RC) 
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In Crowd. The (1988). Dir. Mark Rosenthal. With Donovan Leitch, Joe Pantoliano, 
Jennifer Runyon, Page Hannah. 95 mins. (M, D, CS) 

Initiation. The (1984V Dir. Larry Stewart. With Vera Miles, Clu Gulager, James Read, 
Daphne Zuniga. 97 mins. (S, H) 

In The Mood (1987). Dir. Phil Alden Robinson. With Patrick Dempsey, Talia Balsam, 
Beverly D'Angelo. 98 mins. (TR) 

Invisible Kid. The (1988). Dir. Avery Crounse. With Jay Underwood, Wally Ward, 
Chynna Phillips, BrotherTheodore, Karen Black. 96 mins. (SF, C) 

Iron Eagle (1986). Dir. Sidney J. Furie. With Louis Gossett, Jr., Jason Gedrick, David 
Suchet, Tim Thomerson. 119 mins. (SP) 

I Was A Teenage TV Terrorist (1985). Dir. Stanford Singer. With Julie Hanlon, Adam 
Nathan, John MacKay, Walt Willey, Saul Alpiner. 86 mins. (C, JD) 

I Was A Teenage Zombie (1987). Dir. John Elias Michalakias. With Michael Rubin, 
George Seminara, Steve McCoy, Peter Bush. 92 mins. (C, H, M) 

Jack's Back (1988). Dir. Rowdy Herrington. With James Spader, Cynthia Gibb, Rod 
Loomis. 96 mins. (H) 

Jailbird Rock (1988). Dir. Phillip Schauman. With Robin Antin, Valchie Gene Richards, 
Robin Cleaver, Rhonda Aldrich. 92 mins. (T&A, M, D) 

Jar. The (1987V Dir. Bruce Toscano. With Gary Wallace, Karen Sjoberg. 90 mins. (H) 

Jaws 3-D (1983V Dir. Joe Alves. With Bess Armstrong, Dennis Quaid, Louis Gossett, 
Jr., Lea Thompson. 97 mins. (H) 

Jocks (1987). Dir. Steve Carver. With Scott Strader, Perry Lang, Mariska Hargitay, 
Richard Rountree. 91 mins. (S,D) 

Joey (1986). Dir. Joseph Ellison. With Neill Barry, James Quinn, Elisa Heinsohn, Linda 
Thorson, Rickey Ellis. 97 mins. (M) 

Johnny Be Good (1988). Dir. Bud Smith. With Anthony Michael Hall, Robert Downey, 
Jr., Paul Gleason. 84 mins. (S, T&A) 

Journey of Nattv Gann. The (1985V Dir. Jeremy Kagan. With Meredith Salenger, John 
Cusack, Ray Wise, Lainie Kazan, Scatman Crothers, Barry Miller. 101 mins (F) 
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Joysticks (1983). Dir. Greydon Clark. With Joe Don Baker, Leif Green, Jim Greenleaf, 
Scott McGinnis, Jonathan Gries. 88 mins. (F&G) 

Judgement Dav (1989). Dir. Ferde Grofe, Jr. With Kenneth McLeod, David Anthony 
Smith, Monte Markham, Cesar Romero, Gloria Hayes. 93 mins. (H) 

Just One of the Guys (1985). Dir. Lisa Gottlieb. With Joyce Hyser, Clayton Rohner, Bill 
Jacoby, Toni Hudson. 100 mins. (C, TR, CS) 

Just The Way You Are (1984). Dir. Edouardo Molinaro. With Kristy McNichol, 
Michael Ontkean, Khaki Hunter, Robert Carradine, Lance Guest. 95 mins. (RC) 

Kansas (1988). Dir. David Stevens. With Matt Dillon, Andrew McCarthy, Leslie Hope. 
115 mins. (D,R) 

Karate Kid. The (1984). Dir. John Avildsen. With Ralph Macchio, Noriyuki "Pat" 
Morita, Elisabeth Shue, Martin Kove, Randee Heller. 126 mins. (S, C of A, D, CS) 

Karate Kid. Part II. The (1986). Dir. John G. Avildsen. With Ralph Macchio, Noriyuki 
"Pat" Morita, Tamlyn Tomita, Yuji Okumoto. 109 mins. (S, C of A, D, CS) 

Karate Kid. Part III. The (1989). Dir. John G. Avildsen. With Ralph Macchio, Noriyuki 
"Pat" Morita, Martin Kove. 114 mins. (S, C of A, D, CS) 

Kelly (1981). Dir. Christopher Chapman. With Robert Logan, Twyla Dawn Vokins, 
George Clutesi, Elaine Nallee, Doug Lennox. 95 mins. (F, C of A) 

Kidnapped (19861. Dir. Howard Avedis. With David Naughton, Barbara Crampton, 
Lance DeGault, Chick Vennera, Kim Evenson. 98 mins. (D, S&V) 

Killer Party (1984). Dir. William Fruet. With Martin Hewitt, Ralph Seymour, Elaine 
Wilkes, Paul Bartel. 92 mins. (H, T&A) 

Kiss. The (1988V Dir. Pen Densham. With Joanna Pacula, Meredith Salenger, Nicholas 
Kilbertus, Mimi Kuzyk, Sabrina Boudot. 96 mins. (H) 

Knights of the City (1985). Dir. Dominic Orlando. With Leon Isaac Kennedy, Nicholas 
Campbell. 81 mins. (JD, M) 

La Bamba (1987). Dir. Luis Valdez. With Lou Diamond Phillips, Esai Morales, Rosana 
De Soto, Elizabeth Pena. 106 mins. (M, D) 

Lawless Land. The (1988). Dir. Jon Hess. With Nick Corri, Leon, Zander Berkely, 
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Amanda Peterson. 80 mins. (D, R) 

Lean On Me (1989). Dir. John G. Avildsen. With Morgan Freeman, Robert Guillaume, 
Alan North. 104 mins. (D, S) 

Legend of Billie Jean. The (1985). Dir. Matthew Robbins. With Helen Slater, Peter 
Coyote, Yeardley Smith, Keith Gordon, Christian Slater. 94 mins. (D) 

Lemon Sky (1987). Dir. Jan Egleson. With Kevin Bacon, Tom Atkins, Lindsay Crouse, 
Kyra Sedgwick. 106 mins. (D, C of A) 

Less Than Zero (1987). Dir. Marek Kanievskz. With Andrew McCarthy, Robert 
Downey, Jr., Jamie Gertz, James Spader. 100 mins. (D, P) 

Liar's Moon (1982). Dir. David Fisher. With Matt Dillon, Cindy Fisher, Christopher 
Connelly, Susan Tyrrell, Maggie Blye. 106 mins. (TR, CS) 

License to Drive (1988). Dir. Greg Beeman. With Corey Haim, Corey Feldman, Carol 
Kane, Richard Masur. 90 mins. (TR, C, C of A, F&G) 

Light of Day (1987). Dir. Paul Schrader. With Michael J. Fox, Joan Jett, Gena 
Rowlands, Michael McKean, Jason Miller. 107 mins. (FD, M) 

Like Father. Like Son (1987). Dir. Rod Daniel. With Dudley Moore, Kirk Cameron, 
Margaret Colin. 97 mins. (F, C) 

Listen to Me (1989). Dir. Douglas Day Stewart. With Kirk Cameron, Jami Gertz, Roy 
Scheider, Amanda Peterson, Tim Quill, Anthony Zerbe. 107 mins. (CD, PmTR) 

Little Darlings (1980). Dir. Ronald Maxwell. With Kristy MacNichol, Tatum O'Neal, 
Kris Erickson, Armand Assante, Matt Dillon. 95 mins. (CD, TR, C of A) 

Little Nikita (1988). Dir. Richard Benjamin. With River Phoenix, Sidney Poitier, 
Richard Jenkins. 98 mins. (D) 

Losin' It (1982). Dir. Curtis Hanson. With Tom Cruise, Jackie Earle Haley, John 
Stockwell, Shelley Long. 98 mins. (F&G, T&A, C of A) 

Lost Bovs. The (1987). Dir. Joel Schumacher. With Corey Feldman, Jami Gertz, Corey 
Haim, Edward Herrmann, Keifer Sutherland, Dianne Wiest. 90 mins. (H, CD) 

Lovelines (1984). Dir. Rod Amateau. With Greg Bradford, Mary Beth Evans, Don 
Michael Paul, Michael Winslow. 94 mins. (S, CS, M) 
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Lovely But Deadly (1983V Dir. David Sheldon. With Lucinda Dooling, John Randolph, 
Richard Herd, Mel Novak, Marie Windsor. 80 mins. (P, D) 

Loverbov (1989). Dir. Joan Micklin Silver. With Patrick Dempsey, Kate Jackson, 
Barbara Carrera, Kirstie Alley, Robert Ginty, Carrie Fisher. 98 mins. (C, F&G, T&A) 

Lucas (1986). Dir. David Seltzer. With Corey Haim, Kerri Green, Charlie Sheen, 
Courtney Thome-Smith, Winona Ryder. 90 mins. (C of A, CD) 

Made in USA (1988). Dir. Ken Friedman. With Christopher Penn, Lori Singer, Adrian 
Pasdar. 88 mins. (D, P, JD) 

Mad Wax: The Surf Movie (19871 Dir. Michael Hohensee. With Tom Carroll, Bryce 
Ellis, Mark Sainsbury. 70 mins. (SF, C, B, F&G) 

Maid to Order (1987). Dir. Any Jones. With Ally Sheedy, Beverly D'Angelo, Michael 
Ontkean, Valerie Perrine, Dick Shawn, Tom Skerritt, Merry Clayton. 95 mins. (F, RC) 

Maiorettes.The (1988). Dir. Bill Hinzman. With Kevin Kindlin, Terrie Godfrey, Mark 
V. Jevicky, Sueanne Seamens. 92 mins. (S, H) 

Making The Grade (1984). Dir. Dorian Walker. With Judd Nelson, Joanna Lee, Gordon 
Jump, Walter Olkewicz, Dana Olsen. 105 mins. (S, F&G, T&A) 

Malibu Bikini Shop. The (1984). Dir. David Wechter. With Michael David Wright, 
Bruce Greenwood, Barbra Horan. 99 mins. (B, F&G, T&A) 

Malibu Express (1986). Dir. Andy Sidaris. With Darby Hinton, Sybil Danning, Art 
Metrano. 101 mins. (T&A) 

Manhattan Project. The (1986). Dir. Marshall Brickman. With John Lithgow, 
Christopher Collet, Cynthia Nixon, Jill Eikenberry. 120 mins. (P, D) 

Mannequin (1987). Dir. Michael Gottlieb. With Andrew McCarthy, Kim Cattrall, 
Estelle Getty, James Spader. 90 mins. (F, RC) 

Mask (1985). Dir. Peter Bogdanovich. With Cher, Eric Stoltz, Sam Elliot. 120 mins 
(D, C of A, TR) 

Mausoleum (1981). Dir. Michael Dugan. With Bobbie Bresee, Maijoe Gortner, Norman 
Burton, Maurice Sherbanee, LaWanda Page. 96 mins. (H) 

Meatballs 2 (1984). Dir. Ken Wiederhorn. With Archie Hahn, John Mengatti, Tammy 
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Taylor, Paul Reubens, Richard Mulligan, John Larroquette. 95 mins. (C, F&G) 

Midnight Madness (1980). Dirs. Michael Nankin, David Wechter. With David 
Naughton, Debra Clinger, Ed Deezen, Stephen Furst. 110 mins. (F&G) 

Miracle Mile (1988). Dir. Steve De Jarnett. With Anthony Edwards, Mare Winningham, 
John Agar. 88 mins. (CD, T) 

Modern Girls (19861 Dir. Jerry Kramer. With Daphne Zuniga, Virginia Madsen, 
Cynthia Gibb. 82 mins. (CD) 

Monster High (1988V Dir. Rudiger Poe. With Dean Iandoli, Diana Frank, David 
Marriott, Robert M. Lind. 83 mins. (H, C) 

Monster Squad. The (19871 Dir. Fred Dekker. With Andre Gower, Robby Kiger, 
Duncan Regehr, Stephen Macht, Tom Noonan. 82 mins. (H, C) 

Morgan Stewart's Coming Home (19871 Dir. Paul Aaron. With Jon Cryer, Lynn 
Redgrave, Paul Gleason, Viveka Davis. 96 mins. (C, R) 

Mugsv's Girls (1985). Dir. Kevin Brodie. With Ruth Gordon, Laura Branigan, Joanna 
Dierek, Eddie Deezen. 87 mins. (C, T&A, F&G) 

Mv Bodyguard (1980). Dir. Tony Bill. With Chris Makepeace, Matt Dillon, Adam 
Baldwin, Martin Mull, Ruth Gordon. 96 mins. (S, CS, D) 

Mv Chauffeur (1986). Dir. David Beaird. With Deborah Foreman, Sam Jones, E.G. 
Marshall, Sean McClory, Penn & Teller, Howard Hesseman. 97 mins. (C, T&A) 

Mv Demon Lover (1987). Dir. Charlie Loventhal. With Scott Valentine, Michelle Little, 
Robert Trebor. 86 mins. (F, RC) 

Mv Little Girl (1986). Dir. Connie Kaiserman. With Mary Stuart Masterson, James 
Earle Jones, Geraldine Page, Peter Michael Goetz, Pamela Payton-Wright, Traci Lind, 
Erika Alexander, Anne Meara, Peter Gallagher, Page Hannah. 117 mins. (D, SC, P) 

Mv Man Adam (1985). Dir. Roger L. Simon. With Raphael Sbarge, Page Hannah, 
Veronica Cartwright, Dave Thomas, Charlie Barnett. 84 mins. (C, CS, S) 

Mv Science Project (1985). Dir. Jonathan Betuel. With John Stockwell, Fisher Stevens, 
Ann Wedgeworth, Dennis Hopper. 95 mins. (SF, C) 

Mystic Pizza (1988). Dir. Donald Petrie. With Julia Roberts, Annabeth Gish, Vincent 
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D'Onofrio. 101 mins. (RD) 

My Tutor (1982). Dir. George Bowers. With Matt Lattanzi, Caren Kaye, Kevin 
McCarthy, Arlene Golonka. 97 mins. (RC, C of A) 

National Lampoon's Christmas Vacation (1989). Dir. Jeremiah Chechik. With Chevy 
Chase, Beverly D'Angelo, Juliette Lewis, Johnny Galecki, John Randolph, Diane Ladd, 
E.G. Marshall, Doris Roberts, Randy Quaid, William Hickey, Mae Questel. 97 mins. (C, 
F&G) 

National Lampoon's European Vacation (1985V Dir. Amy Heckerling. With Chevy 
Chase, Beverly D'Angelo, Dana Hill, Eric Idle, Jason Lively. 94 mins. (C, F&G) 

National Lampoon's Vacation (1983). Dir. Harold Ramis. With Chevy Chase, Beverly 
D'Angelo, Christie Brinkley, Imogene Coca. 98 mins. (C, F&G) 

Near Dark (1987). Dir. Kathryn Bigelow. With Adrian Pasdar, Jenny Wright, Lance 
Henriksen, Bill Paxton, Jenette Goldstein. 95 mins. (H) 

Neon Maniacs (1986). Dir. Joseph Mangine. With Allan Hayes, Leilani Sarelle, Donna 
Locke, Victor Elliot Brandt, David Muir. 91 mins. (H) 

Never Too Young To Die (1986). Dir. Gil Bettman. With John Stamos, Vanity, Gene 
Simmons, Peter Kwong. 92 mins. (T&A) 

New Kids. The (1985). Dir. Sean Cunningham. With Shannon Presby, Lori Loughlin, 
James Spader. 90 mins. (D, CS) 

Nice Girls Don't Explode (1987V Dir. Chuck Martinez. With Barbara Harris, Michelle 
Meyrink, Wallace Shawn. 92 mins. (C, C of A) 

Night Before. The (1988). Dir. Thom Eberhardt. With Keanu Reeves, Lori Laughlin, 
Theresa Saldana, Trinidad Silva. 85 mins. (C, CS, C of A) 

Nightforce (1987). Dir. Lawrence D. Foldes. With Linda Blair, James Van Patten, 
Richard Lynch, Chad McQueen, Claudia Udy, Cameron Mitchell. 82 mins. (A) 

Night in the Life of Jimmy Rearden. A (1988V Dir. William Richert. With River 
Phoenix, Ann Magnuson, Meredith Salenger, lone Skye, Louanne, Matthew L. Perry. 93 
mins. (C, TR, F&G) 

Nightmare on Elm Street. A (1984V Dir. Wes Craven. With John Saxon, Ronee Blakly, 
Heather Langenkamp, Robert Englund, Amanda Wyss, Nick Corri, Johnny Depp. 92 
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mins. (H) 

Nightmare on Elm Street 2: Freddy's Revenge (1986). Dir. Jack Sholder. With Robert 
Englund, Kim Myers, Robert Rusler, Mark Patton, Hope Lange, Clu Gulager, Melinda 
O'Fee. 85 mins. (H) 

Nightmare on Elm Street 3: Dream Warriors (1987V Dir. Chuck Russell. With Heather 
Langenkamp, Patricia Arquette, Larry Fishburne, Priscilla Pointer, Craig Wasson, Brooke 
Bundy. 97 mins. (H) 

Nightmare on Elm Street 4: Dream Master (1988). Dir. Renny Harlin. With Robert 
Englund, Lisa Wilcox, Danny Hassel. 91 mins. (H) 

Nightmares (1983). Dir. Joseph Sargent. With Cristina Raines, Emilio Estevez, Moon 
Zappa, Veronica Cartwright. 99 mins. (H) 

Night of the Comet (1984). Dir. Thom Eberhardt. With Catherine Mary Stewart, Kelli 
Maroney, Robert Beltran, Mary Boronov, Geoffrey Lewis. 100 mins. (SF, C) 

Night of the Demons (19881 Dir. Kevin S. Tenney. With Lance Fenton, Cathy 
Podewell, Alvin Alexis, Linnea Quigley. 98 mins. (H) 

Night of the Living Babes (1987). Dir. Jon Valentin. With Michelle McClennon, Connie 
Woods, Andrew Nichols. 60 mins. (HC, T&A) 

Night to Dismember. A (1981). Dir. Doris Wishman. With Samantha Fox, Dee 
Cummins, Bill Szarka, Saul Meth. 70 mins. (H) 

1969 (1988). Dir. Ernest Thompson. With Robert Downey Jr., Kiefer Sutherland, 
Winona Ryder, Bruce Dern, Joanna Cassidy. 90 mins. (D, C of A) 

No Man's Land (1987). Dir. Peter Werner. With Charlie Sheen, D. B. Sweeney, Randy 
Quaid. 106 mins. (CD,F&G) 

North Shore (1987). Dir. William Phelps. With Matt Adler, Gregory Harrison, Nia 
Peeples. 92 mins. (TR, B, S) 

No Small Affair (1985V Dir. Jerry Schatzberg. With Jon Cryer, Demi Moore, George 
Wendt, Ann Wedgeworth, Jeffrey Tambor. 103 mins. (TR, C) 

Odd Jobs (1984). Dir. Mark Story. With Paul Reiser, Robert Townsend, Scott 
McGinnis, Paul Provenza. 88 mins. (C) 
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Once Bitten (1985). Dir. Howard Storm. With Lauren Hutton, Jim Carrey, Karen 
Kopins, Cleavon Little. 93 mins. (HC, R, C of A) 

One Crazv Summer (1986). Dir. Savage Steve Holland. With John Cusack, Demi 
Moore, Bobcat Goldthwait, Joel Murray, Curtis Armstrong. 95 mins. (F&G, C) 

One Dark Night (1982). Dir. Thomas McLoughlin. With Robin Evans, Melissa 
Newman, Meg Tilly, Adam West. 89 mins. (H, T&A) 

Ordinary People CI980). Dir. Robert Redford. With Mary Tyler Moore, Donald 
Sutherland, Timothy Hutton, Judd Hirsch, Elizabeth McGovern. 123 mins. (FD) 

Outing. The (1987). Dir. Tom Daley. With Deborah Winters, James Huston. 85 mins. 
(H) 

Out of Bounds (1986). Dir. Richard Tuggle. With Anthony Michael Hall, Jenny Wright, 
Jeff Kober, Meat Loaf. 93 mins. (VD) 

Out of Control (1985). Dir. Allan Holzman. With Martin Hewitt, Betsy Russell, Claudia 
Udy, Andrew J. Lederer, Sherilyn Fenn. 78 mins. (T, T&A) 

Oxford Blues (1984). Dir. Robert Boris. With Rob Lowe, Ally Sheedy, Amanda Pays, 
Gail Strickland. 93 mins. (TR, S) 

Pandemonium (1982V Dir. Alfred Sole. With Tom Smothers, Debralee Scott, Candy 
Azzara, David L. Lander, Pat Ast, Paul Reubens, Eve Arden, Kaye Ballard, Tab Hunter, 
Donald O'Connor, Carol Kane, Judge Reinhold. 82 mins. (HC) 

Paradise (1982V Dir. Stuart Gillard. With Willie Aames, Phoebe Cates, Tuvia Tavi. 100 
mins. (T&A, C of A, R) 

Paradise Motel (1985). Dir. Cary Medowav. With Gary Hershberger, Robert Krantz, 
Jonna Leigh Stack, Bob Basso. 87 mins. (C, F&G, T&A) 

Party Camp (1987). Dir. Gary Graver. With Andrew Ross, Kerry Brennanm, Billy 
Jacobi, Jewel Shepard. 96 mins. (CS, F&G, T&A) 

Pattv Rocks (1988V Dir. David Burton. With Chris Mulkey, John Jenkins, Karen 
Landry. 86 mins. (T&A) 

Pick-Up Artist. The (1987V Dir. James Toback. With Molly Ringwald, Robert Downey, 
Jr., Dennis Hopper, Danny Aiello, Harvey Keitel. 90 mins. (RD, P) 
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Pirate Movie. The (1982). Dir. Kenneth Annakin. With Kristy McNichol, Christopher 
Atkins. 105 mins. (M, C, R) 

Plain Clothes (1988). Dir. Martha Coolidge. With Arliss Howard, Suzy Amis, George 
Wendt, Diane Ladd, Seymour Cassel. 98 mins. (C) 

Plaving For Keeps (1986). Dirs. Harvey and Bob Weinstein. With Daniel Jordano, 
Matthew Penn, Leon W. Grant, Maruy B. Ward, Harold Gould. 105 mins. (C) 

Porkv's (1982). Dir. Bob Clark. With Kim Cattrall, Scott Colomby, Kaki Hunter, Nancy 
Parsons, Susan Clark, Alex Karras, Dan Monahan. 94 mins. (C, F&G, T&A) 

Porkv's II: The Next Dav (1983). Dir. Bob Clark. With Dan Monahan, Wyatt Knight, 
Kaki Hunter, Bill Wiley. 97 mins. (C, F&G, T&A) 

Porkv's Revenge (1985). Dir. James Komack. With Dan Monahan, Wyatt Knight, Tony 
Ganios, Mark Herrier, Kaki Hunter, Scott Colomby, Nancy Parsons. 94 mins. (C, F&G, 
T&A) 

Preppies (1984). Dir. Chuck Vincent. With Dennis Drake, Steven Holt, Peter Brady 
Reardon, Cindy Manion. 93 mins. (C, T&A) 

Pretty in Pink (1986). Dir. Howard Deutch. With Molly Ringwald, Harry Dean Stanton, 
Jon Cryer, Andrew McCarthy, Annie Potts, James Spader. 96 mins. (CS, TR) 

Prince of Pennsylvania. The (1988). Dir. Ron Nyswaner. With Keanu Reeves, Fred 
Ward, Amy Madigan, Bonnie Bedelia, Demetria Mellot. 93 mins. (CD, P) 

Princess Academy. The (1987). Dir. Bruce Block. With Eva Gabor, Lu Leonard, 
Richard Paul, Carole Davis. 90 mins. (C, T&A) 

Private Lessons (1981). Dir. Alan Myerson. With Sylvia Kristel, Eric Brown, Howard 
Hesseman, Pamela Bryant. 87 mins. (C of A, T&A) 

Private Resort (1985). Dir. George Boiners. With Johnny Depp, Karyn O'Bryan, Rob 
Morrow, Emily Longstretch. 83 mins. (B, C, F&G, T&A) 

Private School (1983). Dir. Noel Black. With Phoebe Cates, Betsy Russell, Kathleen 
Wilhoite, Matthew Modine, Ray Walston, Sylvia Kristel. 97 mins. (C, F&G, T&A) 

Project X (1987). Dir. Jonathan Kaplan. With Matthew Broderick, Helen Hunt, Bill 
Sadler, Johnny Ray McGhee, Jonathan Stark, Robin Gammell. 107 mins. (D) 
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Promised Land (1988). Dir. Michael Hoffman. With Jason Gedrick, Kiefer Sutherland, 
Meg Ryan, Tracy Pollan. 101 mins. (D) 

Prom Nieht ("1980). Dir. Paul Lynch. With Jamie Lee Curtis, Leslie Nielson, Casey 
Stevens, Antoinette Bower, Eddie Benton, Michael Tough. 91 mins. (H) 

Rad (1986). Dir. Hal Needham. With Bill Allen, Lori Loughlin, Talia Shire, Ray 
Walston, Jack Weston. 91 mins. (S, D) 

Radioactive Dreams (19861 Dir. Albert F. Pyun. With John Stockwell, Michael 
Dudikoff, Lisa Blount, Michele Little, Don Murray, George Kennedy. 95 mins. (SF, 
F&G, C) 

Rainv Dav Friends (1986). Dir. Gary Kent. With Esai Morales, Chuck Bail, Carrie 
Snodgrass, Janice Rule, Lelia Goldoni, John Phillip Law. 105 mins. (D) 

Rappin' (1985V Dir. Joel Silberg. With Mario Van Peebles, Tasia Valenza. 92 mins. 
(M, D, JD) 

Real Genius (1985). Dir. Martha Coolidge. With Val Kilmer, Gabe Jarret, Michelle 
Mevrank, William Atherton, Patti D'arbanville, Jonothan Gries. 104 mins. (C) 

Reckless (1984). Dir. James Foley. With Aidin Quinn, Daryl Hannah, Kenneth 
McMillan,Lois Smith. 90 mins. (CS, TR, D) 

Red Dawn (1984). Dir. John Milius. With Patrick Swayze, C. Thomas Howell, Jennifer 
Grey, Lea Thompson. 114 mins. (D) 

Reform School Girls (1986). Dir. Thomas DeSimone. With Sybil Danning, Wendy O. 
Williams, Pat Ast. 98 mins. (CD, S&V, T&A) 

Remote Control (1988). Dir. Jeff Lieberman. With Kevin Dillon, Deborah Goodrich, 
Jennifer Tilly. 88 mins. (H, C) 

Repo Man (1984). Dir. Alex Cox. With Emilio Estevez, Harry Dean Stanton, Tracey 
Walter, Olivia Barash, Dick Rude. 92 mins. (SF, C) 

Rescue. The (1988). Dir. Ferdinand Fairfax. With Kevin Dillon, Christina Harnos, 
Marac Price, Edward Albert. 98 mins. (A, D) 

Return of the Living Dead. The (19851 Dir. Dan O'Bannon. With Clu Gulager, James 
Karen, Don Calfa, Thom Mathews, Linnea Quigley. 90 mins. (H, C) 
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Return of the Living Dead Part II (1988). Dir. Ken Wiederhorn. With James Karen, 
Thom Mathews, Michael Kenworthy. 89 mins. (H, C) 

Return to Horror High (1987). Dir. Bill Froehlich. With Brendan Hughes, Lori Lethin, 
Alex Rocco, Vince Edwards, Philip McKeon. 95 mins. (H, C) 

Revenge of the Living Zombies (1988). Dir. Bill Hinzman. With Bill Hinzman, John 
Mowood, Leslie Ann Wick, Kevin Kindlin. 84 mins. (H, C) 

Revenge of the Nerds (1984). Dir. Jeff Kanew. With Robert Carradine, Anthony 
Edwards, Tim Busfield, Andrew Cassese. 90 mins. (C, CS, F&G, T&A) 

Revenge of the Nerds II: Nerds in Paradise (19871. Dir. Joe Roth. With Robert 
Carradine, Curtis Armstrong, Larry B. Scott. 85 mins. (C, CS, F&G, T&A) 

Riskv Business (1983V Dir. Paul Brickman. With Tom Cruise, Bronson Pinchot, 
Nicholas Pryor, Rebecca DeMornay, Richard Masur. 98 mins. (C, C of A) 

River's Edge (1987). Dir. Tim Hunter. With Crispin Glover, Keanu Reeves, lone Skye 
Leitch, Dennis Hopper. 99 mins. (D, JD) 

Rooftops (1989). Dir. Robert Wise. With Jason Gedrick, Troy Beyer, Eddie Velez. 95 
mins. (D, JD, TR) 

Rumble Fish (1983). Dir. Francis Ford Coppola. With Matt Dillon, Mickey Rourke, 
Diane Lane, Dennis Hopper, Diana Scarwid, Vincent Spano, Nicholas Cage, Christopher 
Penn, Larry Fishburne, Tom Waits. 94 mins. (D, JD) 

Running on Empty (1988). Dir. Sidney Lumet. With Christine Lahti, River Phoenix, 
Judd Hirsch, Jonas Abry, Martha Plimpton. 115 mins. (D, TR) 

Runnin' Kind. The (19871 Dir. MaxTash. With David Packer, Brie Howard, Pleasant 
Gehman, Susan Strasberg, Kenneth Tigar. 101 mins. (M, C, TR) 

Salsa (1988). Dir. Boaz Davidson. With Robby Rosa, Rodney Harvey, Magali Alvarado, 
Miranda Garrison, Tito Puente, Celia Cruz. 97 mins. 

Saturday the 14th (1981). Dir. Howard R. Cohen. With Richard Benjamin, Paula 
Prentiss, Severn Darden, Jeffrey Tambor. 75 mins. 

Saturday the 14th Strikes Back (1989). Dir. Howard R. Cohen. With Jason Presson, Ray 
Walston, Avery Schreiber, Patty McCormack, Michael Berryman. 78 mins. 
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Savage Streets (1984). Dir. Danny Steinmann. With Linda Blair, John Vernon, Johnny 
Venocur. 93 mins. 

Say Anything (1989). Dir. Cameron Crowe. With John Cusack, lone Skye, John 
Mahoney, Joan Cusack. 93 mins. 

School Daze (1988). Dir. Spike Lee. With Larry Fishburne, Giancarlo Esposito, Tisha 
Campbell, Kyme, Joe Seneca, Ossie Davis, Spike Lee. 120 mins. 

School Spirit (1985). Dir. Alan Holleb. With Tom Nolan, Elizabeth Foxx, Roberta 
Collins, John Finnegan, Larry Linville. 90 mins. 

Screwballs (1983). Dir. Rafal Zielinski. With Peter Keleghan, Lynda Speciale, Alan 
Daveau, Kent Deuters, Linda Shayne, Raven DeLaCroix. 80 mins. 

Secret Admirer (19851. Dir. David Greenwalt. With C. Thomas Howell, Lori Laughlin, 
Kelly Preston, Dee Wallace Stone, Cliff DeYoung, Leigh Tayor-Young. 90 mins. 

Secret of My Success. The (19871 Dir. Michael J. Fox. With Michael J. Fox, Richard 
Jordan, Helen Slater, Margaret Whitton. 90 mins. 

Seven Minutes in Heaven (1986). Dir. Linda Feferman. With Jennifer Connelly, Maddie 
Corman, Byron Thames, Alan Boyce, Polly Draper, Marshall Bell. 90 mins. 

Shag: The Movie (1989). Dir. Zelda Barron. With Phoebe Cates, Scott Coffey, Bridget 
Fonda, Annabeth Gish, Page Hannah, Tyrone Power, Jr., Carrie Hamilton. 98 mins. 

Shallow Grave (1987). Dir. Richard Styles. With Tony March, Lisa Stahl, Tom Law. 89 
mins. 

She's Out of Control (1989). Dir. Stan Dragoti. With Tony Danza, Catherine Hicks, 
Ami Dolenz, Wallace Shawn. 95 mins. 

Silent Night. Deadly Night (1984). Dir. Ted Gershuny. With Lil vanChauvin, Robert 
Brian Wilson, Britt Leach, Toni Nero, Linnea Quigley. 79 mins. 

Silent Night. Deadly Night Part II (1987). Dir. Lee Harry. With Eric Freeman, James L. 
Newman, Jean Miller, Elizabeth Clayton. 88 mins. 

Silent Night. Deadly Night Part III: Better Watch Out! (1989). Dir. Monte Hellman. 
With Richard Beymer, Bill Moseley, Samantha Scully, Robert Culp. 91 mins 

Sing (1989). Dir. Richard Baskin. With Lorraine Bracco, Peter Dobson, Jessica Steen, 
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Louise Lasser, Patti LaBelle. 98 mins. 

Six Pack (1982V Dir. Dan Patrie. With Kenny Rogers, Diane Lane, Erin Gray, Barry 
Corbin. 110 mins. 

Sixteen Candles (1984V Dir. John Hughes. With Molly Ringwald, Anthony Michael 
Hall, Paul Dooley, Michael Schoeffling, Gette Watanabe, Edward Andrews, John 
Cusack. 93 mins. 

Slaughterhouse (1987). Dir. Rick Roessler. With Sherry Bendorf, Don Barnett, Joe 
Barton. 85 mins. 

Sleepawav Camp (19831 Dir. Robert Hiltzik. With Jonathan Tierston, Felissa Rose, 
Christopher Collet, Karen Fields, Mike Kellin. 89 mins. 

Slipping Into Darkness (1988). Dir. Eleanor Gayer. With Michelle Johnson, John 
DiAquino, Cristen Kauffmen. 87 mins. 

Slumber Party Massacre. The (1982V Dir. Amy Jones. With Michele Michaels, Michael 
Villela, Andre Honore, Debra Deliso, Robin Stille. 78 mins. 

Smooth Talk (1986V Dir. Joyce Chopra. With Laura Dern, Mary Kay Place, Treat 
Williams, Levon Helm. 92 mins. 

Solarbabies (1986). Dir. Alan Johnson. With Richard Jordan, Charles Durning, Jami 
Gertz, Jason Patrick, Lucas Haas, Sarah Douglass. 94 mins. 

Some Girls (1988V Dir. Michael Hoffman. With Patrick Dempsey, Jennifer Connelly, 
LilaKedrova. 94 mins. 

Some Kind of Wonderful (1987V Dir. Howard Deutch. With Eric Stoltz, Mary Stuart 
Masterson, Lea Thompson, Craig Sheffer, John Ashton, Elias Koteas. 95 mins. 

Somewhere Tomorrow (1983V Dir. Robert Weimar. With Sarah Jessica Parker, Tom 
Shea, Nancy Addison, Paul Bates, Rick Weber, James Congdon. 87 mins. 

Space Camp (1986). Dir. Harry Winer. With Kate Capshaw, Lea Thompson, Leaf 
Phoenix, Larry B. Scott, Kate Donovan, Tom Skerritt. 107 mins. 

Spookies ( 1988). Dirs. Eugenie Joseph, Thomas Doran, Brenda Faulkner. With Flex 
Ward, Dan Scott, Marcia Pechuka. 

Spring Break (1983). Dir. Sean Cunningham. With David Knell, Perry Lang, Paul Land. 
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100 mins. 

Square Dance (1987). Dir. Daniel Petrie. With Jane Alexander, Jason Robards, Jr. 
,Winona Ryder, Rob Lowe, Guich Koock. 112 mins. 

Stand and Deliver (1988V Dir. Ramon Menendez. With Edward James Olmos, Lou 
Diamond Philips, Rosana DeSoto, Andy Garcia. 102 mins. 

Stand Bv Me (1986). Dir. Rob Reiner. With Wil Wheaton, River Phoenix, Corey 
Feldmen, Jerry O'Connell, Keifer Sutherland. 87 mins. 

Stealing Home (1988V Dirs. Steven Kampmann, Will Aldis. With Mark Harmon, 
William McNamara, Jodie Foster, Blair Brown, John Shea, Harold Ramis. 98 mins. 

Stranded (1988V Dir. Tes Fuller. With lone Skye, Joe Morton, Susan Barnes, Maureen 
O'Sullivan. 80 mins. 

Streetwise (1985). Dir. Martin Bell. 92 mins. 

Student Bodies (1981V Dir. Mickey Rose. With Kristen Riter, Matthew Goldsby, 
Richard Brando, Joe Floyd. 86 mins. 

Student Confidential (1987V Dir. Richard Horian. With Eric Douglas, Marlon Jackson, 
Susan Scott, Richard Horian, Ronee Blakley. 94 mins. 

Suburbia (1984). Dir. Penelope Spheeris. With Chris Pederson, Bill Boyne, Jennifer 
Clay, Don Allen. 99 mins. 

Summer Camp Nightmare (1986). Dir. Bert L. Dragin. With Charles Stratton, Chuck 
Connors, Adam Carl. 88 mins. 

Summer Job (1989). Dir. Paul Madden. With Amy Baxter, Sherrie Rose, Cari Mayor, 
George O., Renee Shugart. 90 mins. 

Summer School (1987). Dir. Carl Reiner. With Mark Harmon, Kirstie Alley, Robin 
Thomas. 98 mins. 

Sure Thing. The (1985V Dir. Rob Reiner. With John Cusack, Daphne Zuniga, Anthony 
Edwards, Viveca Lindfors. 94 mins. 

Surf 2 (1984). Dir. Eddie Deezen. With Eric Stoltz, Linda Kerridge, Cleavon Little. 91 
mins. 
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Sweet 16 (1983). Dir. Jim Sotos. With Bo Hopkins, Susan Strasberg, Don Stroud. 90 
mins. 

Sylvester (1985). Dir. Tim Hunter. With Richard Farnsworth, Melissa Gilbert, Michael 
Schoeffling. 103 mins. 

Tales From the Darkside: The Movie (1990). Dir. John Harrison. With Deborah Harry, 
Christian Slater David Johansen, William Hickey, James Remar, Rae Dawn Chong, 
Robert Klein, Steve Buscemi, Matthew Lawrence. 93 mins. 

Tank (1984). Dir. Marvin Chomsky. With James Garner, Shirley Jones, C. Thomas 
Howell, G.D. Spradlin. 113 mins. 

Taps (1981). Dir. Harold Becker. With George C. Scott, Timothy Hutton, Ronny Cox, 
Sean Penn, Tom Cruise, Brendan Ward. 122 mins. 

Teachers (1984). Dir. Arthur Hill. With Nick Nolte, JoBeth Williams, Judd Hirsch, Lee 
Grant, Laura Dern, Ralph Maccio, Allen Garfield. 104 mins. 

Teen Vamp (1989). Dir. Samuel Bradford. With Beau Bishop, Clu Gulager, Karen 
Carlson, Angie Brown. 89 mins. 

Teen Wolf (1985). Dir. Rod Daniel. With Michael J. Fox, Scott Paulin, Jay Tarses, 
James Hampton. 80 mins. 

Teen Wolf Too (1987). Dir. Christopher Leitch. With Jason Bateman, Kim Darby, John 
Astin, Paul Sand, James Hampton. 95 mins. 

Terminal Entry (1987). Dir. John Kinkade. With Edward Albert, Yaphet Kotto, Paul 
Smith, Heidi Helmer, Patrick Labyorteaux. 95 mins. 

Terror in the Aisles (1984). Dir. Andrew J. Keuhn. 84 mins, 

Tex (1982). Dir. Tim Hunter. With Matt Dillon, Jim Metzler, Meg Tilly, Bill 
McKinney, Francis Lee McCain, Ben Johnson, Emilio Estevez. 103 mins. 

That Was Then...This Is Now (1985). Dir. Christopher Cain. With Emilio Estevez, Craig 
Sheffer, Kim Delaney, Frank Howard, Morgan Freeman. 103 mins. 

They're Playing With Fire (1984). Dir. "Howard" (Hikmet) Avedis. With Sybil 
Danning, Andrew Prine, Eric Brown, Paul Clemens, K.T. Stevens. 96 mins. 

Those Lips. Those Eves (1980). Dir. Michael Pressman. With Frank Langela, Glynnis 
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O'Connor, Thomas Hulce. 107 mins. 

Thrashin' (1986). Dir. David Winters. With Josh Brolin, Pamela Gidley, Chuck 
McCann. 92 mins. 

3:15- The Moment of Truth (1984). Dir. Larry Gross. With Adam Baldwin, Deborah 
Foreman, Danny DeLaPaz, Rene Aubeijonois, Ed Lauter, Mario Van Peebles, Wings 
Hauser. 86 mins. 

Three For the Road (1987). Dir. B.W.L. Norton. With Charlie Sheen, Kerri Green, Alan 
Ruck. 90 mins. 

Three 0'Clock High (1987). Dir. Phil Joanou. With Casey Siemaszko, Ann Ryan, Stacey 
Glick, Jeffrey Tambor. 90 mins. 

Thunder Alley (1985). Dir. J. S. Cardone. With Roger Wilson, Jill Schoelen, Scott 
McGinnis, Cynthia Eilbacher, Clancy Brown, Leif Garrett. 92 mins. 

Time Walker (1983V Dir. Tom Kennedy. With Ben Murphy, Nina Axelrod, Kevin 
Brophy, James Karen. 84 mins. 

Tomboy (1985). Dir. Herb Freed. With Betsy Russell, Jerry Dinome, Richard Erdman. 
92 mins. 

Toy Soldiers (19831 Dir. David Fisher. With Cleavon Little, Jason Miller, Rodolfo 
DeAnda, Terri Garber. 85 mins. (A, D) 

Trick or Treat (1986). Dir. Charles Martin Smith. With Marc Price, Tony Fields, Lisa 
Orgolini, Gene Simmons, Ozzy Osbourne. 97 mins. (CS, H) 

Trick or Treats (1982). Dir. Gary Graver. With Jackelyn Giroux, Peter Jason, Chris 
Graver, David Carradine, Carrie Snodgrass. 91 mins. 

Tuff Turf (1985). Dir. Fritz Kiersch. With James Spader, Kim Richards, Paul Mones, 
Claudette Nevins, Matt Clark. 112 mins. (CS, D) 

Twice Dead (1988). Dir. Bert Dragin. With Tom Breznahan, Jill Whitlow, Todd 
Bridges. 87 mins. (HC) 

Two Moon Junction (1988). Dir. Zalman King. With Sherilyn Fenn, Richard Tyson, 
Louise Fletcher, Burl Ives, Kristy McNichol. 104 mins. (R) 

Uncle Buck (1989V Dir. John Hughes. With John Candy, Jean Louisa Kelly, Amy 
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Madigan, Gaby Hoffman, Laurie Metcalf. 100 mins. (FC) 

Underachievers. The (1987). Dir. Jackie Kong. With Edward Albert, Barbara Carrera, 
Michael Pataki, Susan Tyrrell, Mark Blankfield, Garrett Morris, Vic Tayback. 90 mins. 

Undercover (1987). Dir. John Stockwell. With Jennifer Jason Leigh, David Neidorf, 
Kathleen Wilhoite. 95 mins. (D, P) 

Under the Boardwalk (1988). Dir. Fritz Kiersch. With Keith Coogan, Danielle Von 
Zerneck, Richard Joseph Paul, Tracey Walter, Dick Miller, Sonny Bono. 100 mins. (B, 
S, C) 

Unnamable. The (1988). Dir. Jean-Paul Ouelette. With Charles King, Mark Kinsey 
Stephenson, Alexandra Durrell, Laura Albert. 87 mins. (H) 

Up the Academy (1980). Dir. Robert Downey. With Ron Leibman, Wendell Brown, 
Tom Citera. 96 mins. (C, F&G) 

Up the Creek (1984). Dir. Robert Butler. With Tim Matheson, Stephen Furst, Dan 
Monahan, James B. Sikking. 95 mins. (S, C, F&G, T&A, CS) 

Valet Girls (1986). Dir. Rafal Zeilinski. With Meri D. Marshall, April Stewart, Mary 
Kohnert, Christopher Weeks, John Terlesky. 82 mins. (C) 

Vallev Girl ( 1983). Dir. Martha Coolidge. With Deborah Foreman, Nicholas Cage, 
Frederic Forrest, Colleen Camp. 107 mins. (C, CS, TR) 

Vals. The (1983). Dir. James Polakof. With Jill Carroll, Elena Stratheros, Michaelle 
Laurita, Chuck Connors, Tiffany Boiling, Sue Ann Langdon, Sonny Bono, John 
Carradine. 99 mins. (C, P) 

Vamp (1986). Dir. Richard Wenk. With Chris Makepeace, Robert Rusler, Sandy Baron, 
Gedde Watanabe, Grace Jones. 93 mins. (H, C, T&A) 

Vampire's Kiss (1989). Dir. Robert Bierman. With Nicholas Cage, Maria Conchita 
Alonso, Elizabeth Ashley, Jennifer Beals. I l l mins. (C) 

Vision Quest (1985). Dir. Harold Becker. With Matthew Modine, Ronny Cox, Linda 
Fiorentino. 102 mins. (S, CofA) 

War Games (1983). Dir. John Badham. With Matthew Broderick, Ally Sheedy, Dabney 
Coleman, John Wood, Barry Corbin. 113 mins. (A, CD, R) 
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War Party (1988). Dir. Franc Roddam. With Kevin Dillon, Billy Wirth, Tim Sampson, 
M. Emmet Walsh. 100 mins. (D) 

Waxwork (19881 Dir. Anthony Hickox. With Zach Galligan, Deborah Foreman, Miles 
O'Keeffe, Michelle Johnson, David Warner. 97 mins. (H) 

Weirdo (1986). Dir. Andy Milligan. With Steve Burington, Jessica Straus, Naomi 
Sherwood, Lynne Agnus, Lynne Caryl. 91 mins. (CS, H) 

Weird Science (1985). Dir. John Hughes. With Anthony Michael Hall, Kelly LeBrock, 
Bill Paxton, Ilan Mitchell-Smith, Suzanne Snyder. 91 mins. (CS, SF, F&G, T&A) 

Welcome to 18 (1986). Dir. Terry Carr. With Courtney Thorns-Smith, Mariska 
Hargitay, Jo Ann Wilette. 89 mins. (C of A) 

Where the Bovs Are (1984). Dir. Hy Averback. With Lisa Hartman, Lorna Luft, Russell 
Todd, Wendy Schaal. 93 mins. (B, R, F&G, T&A) 

White Water Summer (1987). Dir. Jeff Bleckner. With Kevin Bacon, Sean Astin, 
Jonathan Ward, K.C. Martel. 90 mins. (D, S) 

Wildcats (1986). Dir. Michael Ritchie. With Goldie Hawn, Bruce McGill, James Keach, 
Brandy Gold, Swoosie Kurtz, Jan Hooks, Nipsey Russell. 107 mins. (S, C) 

Wildest Dreams (1987). Dir. Chuck Vincent. With James Davies, Heidi Paine, Deborah 
Blaisdell, Tracey Adams, Ruth Collins, Jane Hamilton. 80 mins. (C, F, CS, F&G, T&A) 

Wild Life. The (1984). Dir. Art Linson. With Christopher Penn, Ilan Mitchell-Smith, 
Eric Stoltz, Rick Moranis. 95 mins. (C, F&G, T&A) 

Wimps (1986). Dir. Chuck Vincent. With Louie Bonnano, Deborah Blaisdell, Jim 
Abele. 94 mins. (C, TR, T&A) 

Winners Take All (1986). Dir. Fritz Kiersch. With Don Michael Paul, Kathleen York, 
Robert Krantz, Deborah Richter. 103 mins. (S) 

Wired to Kill (1986). Dir. Franky Schaeffer. With Emily Longstreth, Devin Hoelscher, 
Merritt Butrick, Frank Collinson . 96 mins. (SF, D) 

Wisdom (1986). Dir. Emilio Estevez. With Emilio Estevez, Demi Moore, Tom Skerritt, 
Veronica Cartwright, William Allen Young. 109 mins. (D) 

Witchboard (1987). Dir. Kevin S. Tenney. With Todd Allen, Tawney Kitaen, Stephen 
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Nichols, Kathleen Wilhoite, Rose Marie. 98 mins. (H) 

Wizard. The (1989). Dir. Todd Holland. With Fred Savage, Jenny Lewis, Luke 
Edwards, Beau Bridges, Christian Slater. 100 mins. (CD, F&G) 

Wizard of Loneliness. The (1988). Dir. Jenny Bowen. With Lukas Haas, Lea Thompson, 
Jeremiah Warner, John Randolph, William Baker. 110 mins. (CD) 

You Can't Hurrv Love (1988). Dir. Richard Martini. With David Packer, Scott 
McGinnis, Bridget Fonda, David Leisure, Charles Grodin, Sally Kellerman, Kristy 
McNichol. 92 mins. (C,TR) 

Youngblood (1986). Dir. Peter Markle. With Rob Lowe, Patrick Swayze, Cynthia Gibb. 
110 mins. (S,CS,CofA) 

Young Guns (1988). Dir. Christopher Cain. With Emilio Estevez, Keifer Sutherland, 
Casey Siemazsko, Lou Diamond Phillips, Charlie Sheen, Terry O'Quinn, Jack Palance, 
Terance Stamp. 97 mins. (A, D) 

Young Sherlock Holmes (1985V Dir. Barry Levinson. With Nicholas Rowe, Alan Cox, 
Sophie Ward, Anthony Higgins, Michael Hordern, Freddie Jones. 110 mins. (A) 

Young Warriors (1983). Dir. Lawrence D. Foldes. With Ernest Borgnine, Richard 
Roundtree, Lynda Day George, James Van Patten, Anne Lockhart. 103 mins. (C, T) 

Zapped! (1982V Dir. Robert Rosenthal. With Scott Baio, Willie Aames, Heather 
Thomas, Felice Schachter. 96 mins. (SF, T&A, F&G) 

Zgro Boys, The (1985). Dir. Nico Mastorakis. With Daniel Hirsch, Kelli Maroney, Tom 
Shell, Nicole Rio. 89 mins. (H) 

Zombie High (1987). Dir. Ron Link. With Virginia Madsen, Richard Cox. (C,H) 

Zoo Gang, The (1985). Dir. John Watson. With Jackie Earle Haley, Eric Gurry, Tiffany 
Helm, Jason Gedrick, Ben Vereen. 90 mins. (C, CS) 
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