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Preface 

 

Anyone in academia, especially those who have written theses or dissertations, can 

attest to the emotional components of supposedly rational activity. A figure or topic 

can become the focal point of one’s life; anything even remotely connected to one’s 

research interest can have tremendous impact and obsessive appeal. (Jenson, 1992, 

p.21)  

 

Nevertheless, the result can be most gratifying: a thesis about a woman who carries ‘a round 

throwy thingy’, her sidekick, a Greek setting with an American accent, a performance in six 

acts, and the vernacular epos of thousands of fans who know that ‘the quill is mightier than 

the sword’.  

 

Gabrielle: “No one gives me credit for anything and everyone thinks I’m a silly 

sidekick.” 

Xena: “Gabrielle, from now on I’m going to make sure that you get a lot more credit 

for the things you do, that’s a promise.”  

( 3.18 ‘Fins, Femmes, Gems’)  

 

Thank you: 

Dr. Marta Zarzycka, my supervisor, for your insight, constructive and much appreciated 

advice, and for keeping me on track.  

Dr. Nelly Stienstra, my second supervisor, for taking the time and effort to read this work and 

provide me with useful comments. 

Petra de Jong, for taking the time to talk to me and inform me about the world of Xenites, and 

for lending me two, for her as precious as for me useful, books. 

The person at Ausxip who had the brilliant idea of making a very complete episode guide of 

all six seasons and 134 episodes of Xena: Warrior Princess; it has been my personal guide on 

this odyssey. 

 

A very special thank you: 

Hanneke Felten, for providing a listening ear and giving me unconditional support, even when 

all I did was complain and nag: 
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Cyrene: “All I want is for you to have a family Xena.” 

Xena: “I have a family, I’ve got Gabrielle, I’ve got Joxer and, as much as it pains me 

to say it, I’ve got you. This child’s life will be filled with more than enough love.” 

Cyrene: “Still that doesn’t replace a father.” 

Xena: “For crying out loud what century are you living in!?” 

[what follows is Xena and the Amazons singing ‘Sisters are Doing it for Themselves’] 

(5.10 ‘Lyre, Lyre, Hearts on Fire’)  

 

Niels Spierings, for your useful academic advice, laughter, and willingness and patience to 

watch so many episodes of X:WP with me: 

 

Gabrielle: “I’ll catch the rabbit.” 

Rabbit: “grrr” […] 

Gabrielle: “I’m serious that was one tough rabbit.” 

Xena: “That’s not my chakram you’re scratching your fungus on, is it?” 

(4.4 ‘In Sickness and Hell’) 

  

August, 2007 
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Introduction 

 

We exist in a sea of powerful stories: They are the condition of finite rationality and 

personal and collective life histories. There is no way out of stories; but no matter 

what the One-Eyed Father says, there are many possible structures, not to mention 

contents, of narration. Changing the stories, in both material and semiotic senses, is a 

modest intervention worth making. (Haraway, 1997, p. 45)  

 

As a student of literature, I have always been interested in narrations and narratology. 

Influential interdisciplinary scholar Donna Haraway indicates, that stories are not  just a set of 

sequences that resolve in a plot. Stories bear within them a multitude of cultural values, 

displayed through numerous representations. 

As a student of women’s studies, I am concerned with mechanisms of inclusion and exclusion 

related to, amongst others, gender, ethnicity, class and sexuality, especially in narrations. 

As a person raised in the era of mass popular culture, I am involved in resistance against and 

reinterpretation of cultural products. I become even more engaged and enthusiastic when 

resistance to the so-called ‘grand narratives’ is offered.  

  In addition to that, I admit, I  am a bit of a ‘trekkie’. Combine this with my interests 

mentioned before and you have me surfing the internet for information on Star Trek: Voyager, 

the only Star Trek series that has a woman as the commanding officer. During a surf-session I 

came across a website that had a section labelled ‘fanfiction’. I boldly went where apparently 

many had gone before, and discovered a whole world dedicated to rewriting. The best way to 

explain what I encountered is through the following fan-made definition: “Fanfiction is fiction 

written by people who enjoy a film, novel, television show or other media work, using the 

characters and situations developed in it and developing new plots in which to use these 

characters” (Wikipedia, n.d., retrieved April 2006, http://en.wikipedia.org).1 As I began to 

read some of these fan made stories, it struck me how the writers used the features of the 

programme they liked but changed the elements they did not; they resisted, rewrote, and 

changed narrations to their own preferences. Writing fanfiction is one of the most explicit and 

                                                 
1 Wikipedia is an interactive web-encyclopaedia. Fanfiction is a term invented by fans themselves, I found their definition, as 
given on wikipedia, quite useful. But since April 2006, the date I retrieved the above mentioned quote, the definition on 
wikipedia has been altered. I find the above mentioned definition more clear than the new one, therefore, I have chosen to use 
the old one. The definition now given is, “fan fiction (also commonly spelled as fanfiction and frequently abbreviated to 
fanfic or occasionally just FF or fic) is a broadly-defined term for fiction about characters or settings written by fans of the 
original work, rather than by the original creators.” (Wikipedia, n.d., retrieved April 2007, http://en.wikipedia.org).  
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straightforward ways in which audience members literally rewrite the texts of television 

programmes into narratives that they find acceptable.  

For clarity’s sake, I am not talking about one or two authors with too much time on 

their hands, but of a community of thousands and thousands of people writing a collection of 

stories that cannot possibly be read during a lifetime. ‘Fanfiction’ is something to be taken 

seriously: a modern and relatively new form of resistance against undesired representations in 

cultural products. I was very pleased to discover the world of fanfiction, and I am extremely 

interested in what representations and discourses, especially when it comes gender, ethnicity, 

class and sexuality, fanfiction writers rework, and which ones they will leave as they are. In 

this thesis I will explore and research this subject further. 

  

 Scholarly Relevance 

Next to my personal motivation, it is also scholarly relevant to engage in this subject matter. 

The scholarly relevance is threefold. Firstly, within the academia there are contrasting ideas 

regarding fan culture and this thesis will aim to enhance the quality of the debate. Secondly, 

the few existing studies regarding fanfiction and resistance have not analysed what kind of 

representations of gender, ethnicity, class and sexuality in fanfiction are being rewritten. This 

thesis will do so. Thirdly, my case study, Xena: Warrior Princess, takes up a unique position 

in fanfiction research. Xena: Warrior princess is an action adventure story in which both 

leading characters are women. This is contrary to most other action adventure programmes, 

consequently most other fanfiction research focuses mainly on male oriented television 

programmes. 

Henry Jenkins has been one of the first and still is one of the few scholars that have 

researched fandom, and one of its components, fanfiction, as a serious academic subject. 

Jenkins actually used Star Trek as his case study. In Textual Poachers he has said that,  

 

As an academic, I am dismayed by general theories of television spectatorship that 

gave little attention to the specificity and complexity of the practices I experience as a 

fan. I am equally troubled by the inadequacy with which many academics write about 

popular culture and particularly our inability to link ideological criticism with an 

acknowledgment of the pleasures we find within popular texts. (Jenkins, 1992, p.7-8)  
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This brings me to the first point of  scholarly relevance. The relation between the academia 

and fan culture is a tense one, further research of fan cultures and fandom will enhance the 

quality of academic knowledge regarding this subject. As Jenkins indicates, the idea that tv-

audiences are passive absorbers of the images and discourses the television shows has 

prevailed for a long time. This has found its resonance in a larger academic tradition in which 

the danger of mindless consuming of mass and popular culture has been pointed out. Within 

the academia fans have often been portrayed as obsessive, hysterical ‘losers’, who have lost 

all sense of reality.  

According to Jenson, many scholars have actively tried to create a distinction between 

the normal academic and the pathologic ‘other’ fan. The fan and the academic resemble each 

other in some ways: they both share a close interest in a certain cultural product, and both 

invest time in researching and analysing it. In order to elevate themselves, academics must 

find a means to disassociate themselves and their work from fans and fan productivity 

(Jenson, 1992, p. 19-20). Fan culture is seen as inferior popular culture and not as the official 

culture. 

This in turn  leads, according to Jenkins, to a paradoxical position for fans: to speak as 

a fan has the consequence that she2 will be belittled by institutional authorities, as well as be 

put in a subordinate position in the framework of cultural hierarchy. Yet, it also means forging 

an alliance with other fans in similar positions, and speaking from a collective identity 

(Jenkins, 1992, p. 23). 

 

Fandom’s very existence represents a critique of conventional forms of consumer 

culture. Yet fandom also provides a space within which fans may articulate their 

specific concerns about sexuality, gender, racism, colonialism, militarism, and forced 

conformity. These themes regularly surface within fan discussion and fan artwork. 

(Jenkins, 1992, p. 283) 

 

This brings me to the second reason why this thesis is  scholarly relevant. Research on fan 

culture and fanfiction indicates that fans offer resistance against undesired representations. 

Next to this, there is a rich tradition of feminist, cultural and postcolonial studies, in which 

many scholars have written about and debated on (and within) the practice and theories of 

                                                 
2 Wherever the pronoun ‘she’ is used,  one can read ‘she/he/otherwise’, unless explicitly indicated. I have deliberately chosen 
the pronoun ‘she’, because it does justice to the majority of the fanfiction writers. About 90% of them are women, as will  be 
discussed in chapter two. 
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resistance against representations in cultural products.3 Nevertheless, it has hardly been 

studied what kind of representations, related to gender, ethnicity, class and sexuality, fans 

resist and rewrite and which representations they leave intact. This is something I will 

specifically do in this thesis. 

The third reason of scientific relevance relates directly to the case study of this thesis. I 

have chosen to focus on one original television text, namely, Xena: Warrior Princess.  

Xena: Warrior Princess (hereafter abbreviated as X:WP) is an action adventure series. The 

show’s narrative is about the quest of a white female action hero who helps the innocent 

against evil. Xena is accompanied by her friend, also white and female, the bard Gabrielle, 

who not only becomes a worthy Amazon queen but also helps Xena to overcome her ‘dark’ 

past. X:WP is set in the time of  ancient Greece. Most research about fanfiction has used Star 

Trek as its case study, which has mainly male protagonists, whereas X:WP is a post-modern 

and relatively new action adventure series, where both the leading characters are women. This 

gives X:WP a unique position in fanfiction research. 

 

Main Question  

Taking the above into account, the goal of this thesis is to contribute to the knowledge about 

the complex relationship between the appropriation of popular culture and the resistance of 

representations of gender, ethnicity, class and sexuality by its audience. This is in order to 

investigate if and how rewriting is used as a tool of resistance and cultural rewriting. 

Therefore, I have come to the following main question: 

 

What forms of resistance, related to discourses and representations of gender, sexuality, 

class and ethnicity, are visible in the (online) fanfiction of the television programme 

Xena: Warrior Princess?  

 

In order to begin to formulate an answer to the main question there are some other questions 

that need to be answered first.  

 

 

 

                                                 
3 An overview of the ways in which cultural resistance has taken shape and became an integrated part of the 
cultural sciences can for instance be found in Buikema and Smelik’s (Eds.) Women’s Studies and Culture 
(1993). It offers an interdisciplinary outline of the feminist scholarly development from approximately the 
1970’s onwards. 
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-What is the relation between resistance and fanfiction? 

-What representations relating to class, gender, sexuality and ethnicity circulate in the 

television programme Xena: Warrior Princess?  

-What representations relating to sexuality, gender, class and ethnicity are dominant in Xena: 

Warrior Princess fanfiction?   

-What are the main differences and areas of overlap in the representations and discourses 

around ethnicity, class, gender and sexuality, between the fanfiction and television 

programme of Xena: Warrior Princes?   

These questions will of course be underpinned and contextualised by theories about active 

audiences, fandom and resistance, stemming from mainly women’s studies, cultural studies 

and literary studies. 

The methodology of textual analysis offers the possibility to compare the different 

representations. I will first use it to analyse the dominant representations of the television 

programme; however, the interpretation of viewers cannot be brought to light by merely 

analysing the original text. Therefore, I will also use this methodology to analyse the 

dominant representations in fanfiction. Finally, I will compare the findings.  

 

The aims of this research are closely connected to the scholarly relevance mentioned before. 

The first aim is to contribute to the knowledge of the complex relation between popular fan 

culture and resistance. The second aim is to contribute to debates about active resistance 

against and rewriting of undesired representations and discourses, especially when it comes to 

intersectional discourses around gender, ethnicity, class and sexuality. Thirdly, the aim is to 

contribute to knowledge of the long standing tradition in which rewriting is or can be 

perceived as a form of resistance against dominant cultural values. Through this thesis’ 

interdisciplinary perspective and the use of textual analysis, the fourth aim of this thesis is to 

contribute to the development of interdisciplinary approaches to research the politics of 

representations.  

There is also a broader social and cultural importance to this thesis. As said, cultural, 

feminist and postcolonial studies have shown us that textual rewriting can also be seen as 

cultural rewriting, it is therefore important to focus on the question  which discourses and 

representations around ethnicity, sexuality, class and gender are resisted, subsequently 

rewritten, and if so, in what way.  
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Structure of the Thesis 

Chapter one will outline the main theoretical developments of tv-theories and theories of 

active audiences. Next to this, ‘fans’ as a sub-group of tv-audiences will be introduced and 

their specific characteristics will be discussed. In the second chapter, fan culture, as part of 

popular culture, will be placed in a framework of subordination and resistance. This results in 

the creation of different fan products, one of these being fanfiction. Both fan production in 

general and fanfiction specifically will be discussed in chapter two as well. Chapter three will 

further introduce the texts that will be analysed, Xena: Warrior Princess and the fanfiction it 

generates, and it will elaborate on the methodology used in the succeeding chapters. In the 

following chapters the representations of gender, ethnicity, class and sexuality in X:WP and 

the fanfiction will be analysed. Chapter four will focus on the construction of Xena as a 

female warrior; in chapter five the character of Gabrielle as well as the relation between Xena 

and Gabrielle will be analysed; and in chapter six, the other recurring characters will be 

analysed. In the conclusion, the results of this research will be discussed in relation to the 

theories mentioned, reflections will be made, and recommendations for further research will 

be provided. 
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Chapter 1:  Spectatorship, TV-Audiences and Fans 

 

The goal of this thesis is to contribute to the knowledge about the complex relationship 

between the appropriation of popular culture and the resistance of representations of gender, 

ethnicity, class and sexuality by its audience. Investigating how rewriting is or can be used as 

a tool of resistance is crucial to my proceedings. The main question that will be addressed is: 

what kind of resistance on representations of gender, ethnicity, class and sexuality is offered 

in the fanfiction of Xena: Warrior Princess? The next two chapters will ground and 

contextualise this question in a theoretical framework, underpinned by theories stemming 

from mainly women’s studies, cultural studies and literary studies. 

 In this chapter the theoretical development of the debate about tv-audiences and active 

spectatorship will be outlined. First, two fundamental developments in theories about 

spectatorship, in the older discipline of film studies, will be sketched. Second, the specific 

characteristics of tv-audiences will be the focus of attention, followed by a theory of active 

audiences. Third, fans, as a sub-group of tv-audiences, will be addressed.  

 

Film Theory and Spectatorship 

Before we look at theories about active tv-audiences, it is necessary to look at the somewhat 

older discipline of film theory that has provided the basis for contemporary thinking about 

audiences. There are two developments within film theory that are particularly relevant 

regarding this thesis. In the first place, film theory has focussed on medium specific qualities 

in relation to viewers. In the second place, with the introduction of feminist film theory in the 

academia, representation of gender, ethnicity, class and sexuality in films has gained 

attention.  

In the 1960’s and 70’s, film theory took up residence in the academia, due amongst 

others to the fields of psychoanalysis, literary theory and semiotics (Smelik, 1993, p. 68). Not 

surprisingly, this means that film studies was also heavily influenced by theories stemming 

from those fields. The emerging field of film studies was closely connected to the British film 

journal Screen, in which many influential articles were published. The so-called ‘screen 

theory’ has been named after the magazine. In screen theory it is not the film(content) but the 

role of the viewer that is being studied, mainly from a psychoanalytic perspective.  

One of the most influential articles published in this magazine is Laura Mulvey’s 

‘Visual Pleasure and Narrative Cinema’, in which Mulvey, from a feminist and 

psychoanalytic perspective, elaborates on the role of the viewer in film. She focuses on film 
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because, “as an advanced representation system, the cinema poses questions about the ways 

the unconscious (formed by the dominant order) structures ways of seeing and pleasure in 

looking” (Mulvey, 1975, p. 59). Mulvey first explains the relevance of the psychoanalytic 

approach to traditional (read: mainstream Hollywood) film. According to her, fascination for 

film has to do with the ‘gaze’ that can bring visual pleasure, and with the way “mainstream 

film coded the erotic into the language of the dominant patriarchal order” (Mulvey, 1975, 

p.60). Anneke Smelik has given a clear explanation of the connection between visual pleasure 

and psychoanalysis that Mulvey makes: “Traditional cinema stimulates the desire to look by 

constructing structures of voyeurism and narcissism into the narrative and the image. Looking 

at a figure as an object produces voyeuristic pleasure, while narcissistic pleasure is produced 

by identification with the image” (Smelik, 1993, p. 69).  

After Mulvey has argued what the relevance of a psychoanalytic approach to film is, 

she takes the discussion one step further and explains how the two forms of ‘visual pleasure’ 

are constructed though sexual difference. Narcissistic pleasure (identification) in classical 

Hollywood films is brought about through identification with the main character. This is 

usually a white heroic man, who has to save the world from some kind of catastrophe. To 

symbolise his inevitable triumph, he ‘gets’ the girl, a passive supporting character, as a prize. 

The camera follows the actions of the main character and the spectator supposedly sees what 

he sees, as identifying with this character is desirable and easy. To identify with him would, 

nevertheless, mean to take on a male (active) identification. The camera also follows the main 

character’s gaze as he looks at the (passive) female character. The spectator is thus put in a 

position where the voyeuristic gaze (erotic pleasure) is aimed at the female in the film: she is 

the desirable and passive object to be conquered by the active male hero. In short, the content, 

representations and structure of classic narrative film is one that adds to a patriarchal order 

and ideology (Mulvey, 1975, p. 68). 

Mulvey has specifically mentioned this: “Although none of these interacting layers is 

intrinsic to film, […] this complex interaction of looks is specific to film” (Mulvey, 1975, p. 

68-69). Obviously, the research subject of this thesis, Xena: Warrior Princess, is not a film 

but a television programme. There are nevertheless two valuable points that can be derived 

from screen and feminist film theory, that scholars still profit from, and that can be applied to 

television audiences as well. Firstly, the importance of the role of the spectator has been 

emphasised. Secondly, the importance of analysing representations (of amongst others gender 

and ethnicity) and the tools to scrutinise representations have been highlighted. 

 



 14 

TV-Theory and Active Audiences 

Besides these similarities between film and television theory, there are also characteristics 

specific for the medium television and its audiences. In Television Culture (1987) Fiske lists 

five. The medium television aims at a mass-audience; to do so, it must attract a diversity of 

people, all within different social positions. This means that a television programme must 

send out contradictory representations and discourses to please a diversity of groups. To be 

popular, television also has to address people who watch with different modes of attention, or 

perhaps just use television as background noise. Furthermore, Fiske mentions research 

conducted by Hodge and Tripp (1986), which concludes that especially subordinated groups 

use the content of television programmes to change their own (real life) situation. In a positive 

way they try and gain more power over their lives; this is the so-called sub-cultural 

reading4.This is what , for instance, children do when they relate to prison dramas and use 

these to deal with their school-experiences (Hodge and Tripp, in Fiske, 1987, pp. 68-69).  

Similar positive experiences can be found for X:WP as well. In the book How Xena Changed 

our Lives, stories of X:WP fans have been collected. An entire chapter is filled with 

submissions from fans explaining how the television programme X:WP has helped them in 

their everyday realities. In addition to this, Fiske regards television as a domestic medium, the 

viewing-patterns are imbedded in a (daily) routine, and television has to fight for attention in 

the domestic sphere. Lastly, watching a film means to ‘submit to its turns’; this is exactly the 

other way around for watching television. Television becomes subjected to the discourses of 

the audience and ‘enters our cultural space’ (Fiske, 1987, pp. 66-74).  

In short, in order to keep the attention of the broad and diverse audience it seeks, the 

medium television produces open texts that leave room for various interpretations.  The tv-

audiences themselves are no longer perceived as merely passive sheep, but as people who 

engage with the television text. At least within the field of cultural and feminist studies:  “All 

popular audiences engage in varying degrees of semiotic productivity, producing meanings 

and pleasures that pertain to their social situation out of the products of the culture industry” 

(Jenkins, 1992, p. 30). I would like to note that this does not mean that audiences have 100% 

control over the television programmes (and content) they watch. Of course writers, producers 

and companies decide which programmes and images are shown at what time, et cetera. 

Therefore, I agree with Joke Hermes when she remarks, “I readily grant the argument that, as 

                                                 
4 Whenever a reference to ‘reading’ is made the following definition is applied: “‘Reading’ is the discursive practice of 
making sense of any semiotic material whatever, and would include not only decoding but also the cultural and critical work 
of responding, interpreting, talking about or talking back – the whole array of sense-making practices that are proper to a 
given medium in its situation” (Hartley, 1996, p. 58).   
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consumers, readers have little control over popular culture. But as viewers and readers we do 

have a say in how popular culture may have meaning for us” (Hermes, 2005, p. vii).  

The idea that readers negotiate with the text in the creation of meaning, in which the 

reader might take a meaning that differs from the most obvious one the text seems to give, has 

first and foremost been elaborated on by cultural theorist Stuart Hall. In his influential article 

Encoding/Decoding, Hall explains that there are two determinate moments in the process of 

communication; the moment of ‘encoding’, and the moment of ‘decoding’. Encoding is what 

the producer puts into the programme and decoding is what the readers take out of it. Because 

the viewer is relatively autonomous, she does not always read the same message as the tv-

makers intended. According to Hall, there are three positions a television viewer can take in 

relation to the content of the programme. First, there is the hegemonic position, taken when 

the viewer goes along with the programme’s dominant meanings. Second, there is the 

negotiated position; this entails a viewer who goes along with some of the offered 

representations but refuses to accept others. Third, there is the oppositional position, which 

means that the viewer interprets the messages of the programme contrary to how they are 

encoded (Hall, 1980).  

Even though Hall’s theory has been quite influential, it is also criticised. The main 

criticism is that Hall’s model is based on a stable position of the viewer that neatly fits in one 

of the three categories, rather than embodying a range of positions throughout the television 

programme. Furthermore, it seems as if Hall implies that all three positions share an equal 

part of the cake, while his critics state that it is most likely that there is always a form of 

negotiation. Due to, amongst others, the diversity of its audience, television is a medium 

typically fit for a negotiated form of viewing. Nevertheless, the basic claims of Hall’s theory 

still stand: it is inevitable for television texts to be open to multiple interpretations, and in the 

process of meaning production, the shift away from the texts and towards the role of the 

reader is necessary. Both these points are quite useful for this thesis. Fans that write fanfiction 

also interpret (‘decode’) the message of the television programme partially different from the 

way it is intended (‘encoded’), the range of interpretations they have chosen are reflected in 

their own stories. By giving all these varieties of the original, it becomes clear that the fans 

follow, negotiate and oppose the original, thus being active interpreters. 

In this section, the specific nature of the relation between the medium television and 

its audience has been discussed. The main conclusion is that, in order to keep the attention of 

the broad and diverse audience it seeks, the medium television must produce open texts that 

leave room for various interpretations. Additionally, it is, not only the medium television that 
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leaves room for various interpretations, audiences themselves are active agents, who negotiate 

with the text in the process of meaning production. Television is a medium in which the 

message can never be finally fixed, and tv-audiences interact actively with the content that 

comes to them.   

 

Specific Fan Characteristics 

Even though fans form part of the audience, there are nevertheless some distinctive features 

that differentiate fans from other television spectators. In Textual Poachers, the landmark 

study on fandom and fan culture, Henry Jenkins distinguishes three characteristics of fan 

viewing. First, fans draw texts close; second, rereading plays an important part in fan culture; 

and third, fans use a programme as a site for social interaction (Jenkins, 1992, p.60-76).  

As suggested above, television audiences usually watch television relatively 

nonchalantly: it is part of a daily routine, it functions simply as background noise, and it is 

easily set aside if other plans pop up. This is not so for fans. Fans draw texts close. As Jenkins 

indicates: “As many fans suggested to me, the difference between watching a series and 

becoming a fan lies in the intensity of their emotional and intellectual involvement” (Jenkins, 

1992, p. 56). I found this idea of closeness applicable for fans of X:WP as well. One 

illustrative example is the following fan exclamation: 

 

Xena has had a profound effect on my life. I started watching the show near the end of 

the first season, when I was about ten years old, and I was instantly hooked. […] So 

for the next five seasons, I was occupied from the hours of 8 p.m. to 9 p.m. on 

Saturday. I had to be home to watch Xena. Or at least be in the presence of a television 

that could switch to the show. (Stafford (Ed.), 2002, p. 40)  

 

This does not mean that the fan is indoctrinated by the message of the programme; she might 

disagree with it altogether. Jenkins indicates that the elements of the original material do play 

a crucial role and indicate what the preferred reading is, but this does not mean that the fans 

are overpowered by this. Some narratives are, for instance, taken literally by some people, 

while others may read the same narratives as camp. The pleasure a text provides does not 

have to be gained through the celebration of the text’s values, it can just as well be gained 

from ‘reading them against the grain’, whereby, opposition to the textual ideology is 

expressed, rather than expressing acceptance (Jenkins, 1992, pp. 63). 
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It is the closeness towards the text that has the paradoxical effect of critical distance; it 

offers fans the opportunity to precisely pick and choose how they watch their beloved 

programmes. An example of this paradox of close proximity yet critical distance can be seen 

in a fan’s response to the final episode of X:WP. The fan decides to simply ignore the final 

episode because she does not agree with it. 

 

First of all I really think it was beautifully filmed and the acting was just superb, 

especially Reneé O’Connor’s [who plays ‘Gabrielle’] But it was the worst finale a 

television show can have. I was disturbed by the fact that it was nothing more than a 

cheap rip-off of a very good movie called A Chinese Ghost Story. In my Opinion Xena 

and Gabrielle deserved better than to be squeezed into an already existing story. […] 

My personal series ender is “Many Happy Returns” with Xena and Gabrielle flying 

into the sunset. (Stafford (Ed.), 2002, p. 249) 

 

Such examples prove that fans are actively involved in the production of meaning of their 

beloved programmes. They invest time and energy in intervening with the messages of the 

original, and in creating interpretations that suit them, a first indication that fans indeed resist. 

Cassandra Amesley carried out research in which she studied the way in which Star 

Trek fans watch Star Trek. She came to the conclusion that fans adopt a strategy of ‘double 

viewing’. Fans simultaneously and contradictorily see Star Trek as constructed, yet willingly 

submit themselves to the ‘suspension of disbelief’, and see the text as another reality. At the 

same time, the fact that Star Trek is constructed gives them the opportunity to intervene in the 

construction, comment upon it, (dis)agree with it and appropriate it accordingly (Amesley, 

1999, p. 332). Though Amesley’s research was directed at Star Trek fans, the idea of ‘double 

viewing’ is applicable to fans of other television programmes as well. Jeanette Atwood, a self-

proclaimed “Xena nut” (Atwood, n.d., retrieved April 2007) and professional cartoonist, made 

a X:WP comic parody “Battle-On”. In this exemplary cartoon (see next page), it becomes 

clear that X:WP is a construction: it gives Atwood the opportunity to intervene and comment 

on the aspects she does not agree with: she lists them and makes sure the main character 

disapproves of them while being in character. Yet similarly, she shows how enthusiastic she is 

that the new season is about to start; she devotes her time to drawing a cartoon, the focus of 

attention is this new season, and the second most important character is thrilled to start the 

new season.    
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 (Atwood, n.d., retrieved April 2007, http://www.xenafan.com) 

 

The second fan characteristic Jenkins distinguishes is the importance of rereading. A 

fan does not watch an episode once but several times at least, as it is an integral part of fan 

viewing. This process of rereading has become a lot easier since the introduction of the video 

recorder. Since the invention of new recording techniques the existence of new fandoms has 

also expanded rapidly. Fan communities always alerted one another on new interesting 

programmes, but it has now become possible to send tapes to fellow fans (Jenkins, 1992, p. 

70). The availability of fan materials and fandoms are also much more widespread, and 

therefore accessible, through the internet. Fans from all over the world can share information 

about favoured programmes, as well as up-and download favourite fan material.5 Anything 

from complete episodes, to bloopers, from self made compilations to specific scenes is posted. 

As with most fan sites, the possibility to comment on the posted materials is present. Through 

these, mostly positive, feedback comments, an indication is given of the way fans use the 

posted materials. It indeed becomes clear that most people use these particular videos as a 

way of rereading preferred scenes. More concretely, in the case of X:WP, many ‘You Tube’ 

clips focus on the relationship between the main characters, Xena and Gabrielle. These new 

technical possibilities, according to Jenkins, lead to the overall conclusion that, “some 

viewings focus on aspects of the text’s construction, others on aspects of character motivation, 

with the flow controlled by the readers’ particular interest at the moment” (Jenkins, 1992, p. 

73)”. The control of the fan over the material increases through the practice of rereading, and 

new technologies have made reviewing easier and more important.   

                                                 
5 On the popular video clips site ‘You Tube’, for instance, more than 3500 videos are found when you type in the words 
‘Xena Warrior Princess’ and over 10.000 if only ‘Xena’ is used  (You Tube, (n.d) retrieved May 2007, www.youtube.com). 
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These viewing practices of fans are not gender neutral. As reader-response research of 

literature has indicated, there seems to be a gender divide in focus and interpretation of 

narratives.6 David Bleich describes the difference in gender interpretation as follows, “women 

enter the world of the novel, take it as something ‘there’ for that purpose; men see the novel 

as a result of someone’s action and construe its meaning or logic in those terms” (Bleich, 

1986, p. 239). And the results of  Flynn’s reader-response research are that men retell stories 

in a clear, structured way, in the set of sequences that occurred, the plot and facts of the 

narrative, while women focus on the atmosphere and experience, the relations between the 

human characters and are more judgemental (Flynn, 1986, p. 256). The female interpretive 

strategies concur with the previous mentioned fan characteristic of drawing texts close. 

Interesting enough, most fandoms tend to follow the female interpretive strategies; fans 

interact with texts and focus on characters rather than plot. 

A third distinctive feature of fan-viewing, according to Jenkins, is that the process of 

meaning production is a social activity. “Fan reception cannot and does not exist in isolation, 

but is always shaped through input from other fans and motivated, at least partially, by a 

desire for further interaction with a larger social and cultural community” (Jenkins, 1992, 

p.76). In this sense, becoming a fan is a process in itself. It starts by watching a television 

programme (sometimes encouraged by others). It evolves into talking about the programme, 

looking up additional information, seeking contact with others who are fans of the programme 

in order to share interpretations. Eventually it leads to the production of fan material, such as: 

stencilling home-made magazines, editing video films and music clips, participating on 

discussion forums and writing fiction stories. The bottom line is that fans come into contact 

with the ideas and interpretations of other fans. Some interpretations are more widely 

accepted within the fan community than others; as a result, fan communities create canons. 

This is an on-going and interactive process in which it is decided which television 

programmes are considered most ‘fan worthy’, and what (alternative) interpretations and 

perceptions are most validated within the community. According to John Fiske, fans decide 

the value of a text based on the possibilities it offers to connect it to their social identity and 

experiences. A text must be functional and serve the fan’s self-interest. The connection 

between the text and one’s own social position may be translated into empowering behaviour, 

but it may also be used for ‘mere’ pleasure (Fiske, 1992, p. 35). If fans choose their favoured 

                                                 
6 I have used reader response research from the field of literature because a) fanfiction stories are written texts, b) there seems 
no reason to indicate that gender divisions in literary narrations differ significantly from those of other media and, c) literary 
(feminist) studies have a relatively long academic tradition of gender-research, a tradition quite useful for the purposes of this 
thesis. 
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texts based on the possibilities they offer to relate them to their social identity, it may be 

expected that fans also rewrite texts as a form of empowerment out of their social 

experiences. 

Just as there has been an increase in fandoms after the introduction of the tape-

recorder, there is also an increase in fan communities since the introduction of the internet. 

Fans used to form small communities and published home made magazines and materials, 

which were spread amongst themselves mainly at conferences; this was the case in the 60’s 

and 70’s of the previous century. Today, the internet has made it very easy to come into 

contact with information about television programmes, fan materials and other fans. 

Community forming through the internet is also visible within the X:WP fandom:   

 

Without the strong online presence of Xena fans, I would’ve been lost and probably 

would never have had any of the opportunities I had. It is because of the fan sites, 

message boards, and the fans themselves that I became so informed and even more 

interested in the show. (Stafford (Ed.), 2002, p.100) 

 

Another woman, from the Netherlands, explains how she has travelled the world and 

met many new friends through X:WP: “It started out innocently enough at the end of 1996 

with an invitation from a New York Xenite7 to drop by for dinner sometime. This all 

happened in the Xena chatroom that is affectionately called the Pub, where I met many of my 

current friends” (Stafford (Ed.), 2002, p. 106). 

The consequence of the social aspects of fandom is that the line between consumption 

and production is very thin. According to Jenkins “fandom does not preserve a radical 

separation between readers and writers. Fans do not simply consume preproduced stories; 

they manufacture their own fanzine stories and novels, art print, songs, videos, performances, 

etc.” (Jenkins, 1992, p. 45). Although it is already implied in the previous fan characteristic, I 

would still like to explicitly add a fourth characteristic, which is fan production. Fans are 

productive and produce fan materials, this can be anything from talking about a favourite 

programme, to participating on discussion forums, to writing fiction stories based on the 

television programme.    

                                                 
7 ‘Xenite’ is the expression used by fans to indicate that they are (active) fans of Xena: Warrior Princess. 
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These four specific fan characteristics shape fandom into a community of people who 

closely engage with texts that are valuable to them, sometimes to empower themselves, and at 

other times to gain pleasure from the text and from the interpretations of other fans.  

 

In this chapter, three theoretical issues that contextualise the main question have been raised. 

First, the debate about spectatorship in the older discipline of film studies has been sketched. 

The two main points that can be derived from this are: film studies have emphasised the 

importance of the role of the spectator in the process of meaning production, and the 

importance of analysing representations (of amongst others gender and ethnicity) was 

highlighted. Second, the theory of active audiences in relation to the medium television was 

discussed. The main conclusion from this section is that the medium television, in order to 

keep the attention of the broad and diverse audience, must produce open texts that leave room 

for various interpretations. It is, however, not only the medium television that leaves room for 

various interpretations, but audience members are active agents, who negotiate with the text to 

come to an interpretation that suits them. Third, the four specific fan characteristics have been 

addressed: fans draw texts close, rereading plays an important part, the programme is used as 

a site for social interaction, and fans are productive. These characteristics shape their specific 

position as a sub-group of tv-audiences. 

In the following chapter fan culture and its relation to resistance will be the focus of 

attention. First, fan culture will be placed in a social historical framework of subordinated 

popular culture, then fan criticism will be related to female reading practices, and finally fan 

products and fanfiction will be discussed.  
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Chapter 2: Fans, Subordination and Resistance 
 
 

In the introduction the difficult position of fandom in the academy was discussed. The 

previous chapter presented fans as a sub-group of active tv-audiences. In this context specific 

fan characteristics were addressed. In both the fans’ relation with the academia, and the fans’ 

relation to television culture, fandom and fan culture are (implicitly) related to popular 

culture. This has consequences for the social position of fans, and it has consequences for the 

products fans create, which will be the focal point in this chapter. First, fan culture will be 

placed in a social historical framework of popular culture and subordination. Second, fan 

culture will be related to practices of resistance in oral cultures, and third, fan criticism as a 

female reading practice will be addressed. This will be followed by a discussion of different 

fan products, specifically fanfiction, and the empowering aspects they contain.  

 

Popular Culture Subordinated 

The long-time prevailing (academic) idea that television fans are passive spectators with bad 

taste, who willingly let themselves be manipulated by consumer culture, and have lost all 

sense of reality, has already been addressed. This idea, however, must be imbedded in a larger 

social historical perspective on popular culture. According to Hartley, “it follows that the 

critical onslaught which television has faced throughout its existence has its roots not in the 

medium itself but in a pre-existing discourse of anxiety about popularization and modernity; a 

quite straightforward fear of and hostility to the democratization of taste” (Hartley, 1999,  p. 

66).   

I would like to draw on Bordieu’s8 theory of cultural economy to place fandom in a 

social historical frame of popular culture, and associate it with subordination. Bourdieu’s uses 

economy, and the accumulation of capital, as a metaphor to describe culture. The cultural 

system works in a way similar to the economic system; resources are unfairly distributed, 

resulting in a distinction between people in a privileged and people in a subordinated position. 

Certain cultural art forms and tastes are promoted, but others are undermined. This process of 

regulation is controlled by the institutions that are in power, such as museums, galleries, state 

subsidies, and educational systems. Together these institutions constitute the official culture, 

                                                 
8 For the purpose of this thesis I have drawn upon Jenkins and Fiske’s vision of Bordieu’s theory of cultural 
economy, rather than on Bordieu’s work. I found this useful since both Fiske and Jenkins have already 
effectively applied Bordieu’s  theory, described in Distinction: A Social Critique of the Judgement of Taste 
(1984), to television- and  fan culture. 
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which is socially accepted and justified by those in power. Contrasted to the elite are the 

‘proletarians’ of cultural taste, who are put into a position of subordination (Fiske, 1992, p.30-

31). Especially the fan characteristic of emotional involvement mentioned above is strongly 

disapproved of by the cultural elite. “The ‘bourgeois’ aesthetic Bourdieu identifies often 

distrusts strong feelings and fears the loss of rational control suggested by such intense and 

close engagement with the popular” (Jenkins, 1992, p. 60). 

Two qualities that historically have been attributed to the ‘elite’ (cultural and 

academic) are rationality and distance. Both are also traditionally associated with masculinity, 

while emotional closeness is associated with femininity as well as with popular culture. What 

follows is that fandoms are not only placed in the subordinated ‘realm of the popular’, but 

popular culture itself has been placed in an even more subordinated, ‘feminine realm’. 

Women did not have access to the academic (and other) institutions until recently, neither did 

they have access to economic or cultural capital. The main point derived from this is that the 

(masculine area of the) academia has more esteem than (the female realm of) fandom and/or 

popular culture.  

Fiske draws a parallel between fandom and minority groups in general. Fan culture “is 

thus associated with the cultural tastes of subordinated formations of people, particularly with 

those disempowered by any combination of gender, age, class and race” (Fiske, 1992, p.30). 

He explains the attraction of fan culture for subordinated groups through the mechanisms of 

exclusion. Since popular or fan culture is excluded from educational and other official 

institutions, it is disconnected from the official culture. People in subordinated positions, who 

feel themselves unfairly excluded from the rewards official culture offers, take refuge in 

popular and fan culture. They can share popular cultural products with like-minded people, 

and appropriate them in such a manner that, contrary to the official culture, it will reward 

them positively (Fiske, 1992, p. 45). 

It would, however, be an oversimplification to  postulate a causal connection between 

minority groups and popular culture. Grossberg, for instance, emphasises that, even though 

identity markers in the context of power relations matter for fans, it must not be forgotten that 

‘pleasure’ is the most frequent relation to popular culture (Grossberg, 1992, p. 53). Recently, 

Hermes has phrased the combination between power and pleasure as follows: 

 

while it allows political issues to be raised, the very strength of popular culture is that 

it is not a manifesto. Popular culture suggests, it implies, it ironizes. It functions much 
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like the chorus in classical Greek drama. It makes the presence known of those who 

are not in positions of direct political power. (Hermes, 2005, pp. 11) 

 

Within fan culture many elements of pleasure can be found, at the same time, it is still used as 

a site for appropriation and resistance. It offers fans the possibility to create texts that will 

reward them, and their positions, accordingly. Fiske states that knowledge in fan cultures is 

used to enhance the fan’s power over the original text, and creates room to participate and 

adapt the original (Fiske, 1992, p.43).  

In this section, fan culture has been placed in a framework of popular culture. In this 

context, it has become clear that popular culture is put into a subordinate position. On the one 

hand, this means that fandom is devaluated as a cultural expression. On the other hand, the 

disconnection from elite culture makes it an appropriate culture for people in minority 

positions: they can share the texts with like-minded people and appropriate them in a manner 

that is rewarding.  

 

Fan Communities and Minority Groups 

As argued, popular culture is associated with people in a disempowered position. It is, 

therefore, to be expected that fan communities have minority groups represented in them. This 

will be discussed in this section.  

Unfortunately, there has not been much research that looks at the ethnography of fan 

communities, but based on the research that has conducted so far, Jenkins concludes: fandoms 

consist of mainly white, middle class women, though it opens to many who do not fit this 

description (Jenkins, 1992, p. 1). This indication is made for tv-fan communities in general; 

when it comes specifically to the fan community of X:WP even less fan identity research has 

been conducted.  Nevertheless there is some; Nikki Stafford has edited several books with 

collections of X:WP fan stories; in one of these she has also included the results of an identity 

questionnaire. Of the respondents, 80% are women, the majority of the fans are between 10 

and 50 years of age, the majority resides in the USA, and most where highly educated. Sexual 

orientation and ethnicity were (unfortunately) not included in this particular questionnaire 

(Stafford (Ed.), 1992, p. 182). In other parts of this book fans indicate that X:WP fandom is 

female-dominated and has in its ranks people of all sexual orientations (Stafford (Ed.), 1992, 

p. 233). Furthermore, Stafford indicates that the programme attracted a large lesbian audience, 

an idea that is confirmed by the producers of X:WP (Stafford (Ed.), 1992, p. 200) Petra de 

Jong, chairperson of the Dutch X:WP fan club, has also indicated that the majority of female 
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X:WP fans, she has had contact with, are gay (de Jong, personal communication, 18 April 

2004). In short, the limited ethnographic fan research that has been conducted tends to 

indicate that the majority of X:WP fans are in a subordinate position when it comes to gender. 

Related to sexuality there are strong indications that the majority, or at least a substantial part, 

of the fans are in position of subordination as well, although no exact numbers are available. 

But when it comes to class, the majority is in a dominant position, as most likely holds for 

ethnicity as well (though there is no explicit research related to X:WP fans and their 

ethnicity). 

  In the book How ‘Xena’ changed our lives, stories of X:WP fans have been collected; 

almost all the fans in the book are women, and a lot of them indicate that they are very aware 

of their (minority) position. As one fan explains: 

 

I am a black woman over 40 with my feet planted firmly on the ground. […] Watching 

Xena felt good to me. […] Two bonded female heroes. It was like an alternative 

lifestyle was being validated in the popular media. I can only liken it to how Blacks 

felt back when Shaft came up out of that subway to the Isaac Hayes theme music. […] 

The fans themselves became part of my life. […] I found Xena fans to be generous, 

articulate, caring, talented, and fun. At conventions I found no racism, sexism, 

homophobia, or ageism. It was wonderful to celebrate our love for the show together. 

(Stafford (Ed.), 2002, p. 169) 

 

This is the only story in the book in which a fan clearly indicates her (black) ethnicity. This 

story is, nevertheless, illustrative of the fact that fans can gain pleasure, as well as enhance 

their sense of belonging, through fandom. Fans use the television text and the fan community 

to find a sense of belonging, related to their own (partial) minority position on the axes of 

gender, ethnicity, class and sexuality.  

 

Fan Culture and Oral Culture 

Due to the aspect of community building, and the subordinate position of fans and fan culture, 

fan culture shares quite some similarities with oral and folk culture. The link with oral culture 

lies in the overlap between the medium of orality and the medium of television. Fiske states 

that the distinctive characteristics of television are derived from popular culture, in which oral 

features play a crucial role (Fiske, 1987, p. 105). There are five main similarities between fan- 

and folk culture that Jenkins mentions. Both fan and folk culture construct a group identity 
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and articulate the group’s ideals and relationship to the outside world. Both fan and folk 

culture transmit information informally and do not create sharp boundaries between audience 

and authors. Both fan and folk culture exist independently of official culture and its institutes, 

their own community structure being based on voluntary and spontaneous participation. Both 

fan and folk culture do not produce final texts or product, but texts and interpretations are 

always open to revision and re-appropriation. Finally, both fan and folk culture rework 

popular culture into a form far more compatible to people’s own lives, and relate those to the 

interest of the community (Jenkins, 1992, p. 273).  

Jenkins further links oral culture to fan culture; he places fan culture in the ‘feminine 

discourse’ where oral culture has historically been placed. To make it more concrete, gossip 

culture is, for instance, a feminine discourse that allowed women space to challenge issues 

that shaped their lives, without being overheard by the patriarchal authorities that did away 

with gossip as ‘silly chatter’. Furthermore it gave women the opportunity to speak about 

controversial issues, such as their assigned social/gender roles and their experience of 

subordination. (Jenkins, 1992, p. 81-84).   

Just as oral culture created room to resist dominant discourses and  space to talk about 

one’s own subordinated position with like minded people, so does fan culture create a space 

where free speech, through metaphors9, not understood or devaluated by the dominant order, 

is possible. Their metaphors, in the form of fan material, have been done away with as ‘silly 

chatter’, at its most positive. This creates a double position for fandom, as it does for oral 

culture. These cultures are ignored by for instance academics adamant in the belief that fan 

products are not worthy of academic attention, but who do take high-brow literature very 

seriously. Yet simultaneously, it is the lack of attention that creates a space in which fans can 

discuss subjects that relate to their daily positions.   

The link of fan culture to oral culture has brought the answer to the question this thesis 

addresses a little closer. The main question of this thesis is: what kind of resistance (on 

representations, through fanfiction), is offered. In this section it has become clear that fan 

resistance is indeed related to the subordinate position of fans. Being part of a fan culture may 

be an experience of pleasure, but it also means becoming part of a community with like-

minded people, sharing similar concerns and positions through popular culture. Being a fan 

implies being in a position disconnected (at least partially) from dominant cultural values, and 

                                                 
9 In literary criticism a metaphor is used as a figure of speech. In relation to oral and fan culture ‘metaphor’ is not only used 
as a verbal expression, but it refers to texts that are perceived to be superficial (such as gossip or fanfiction) by the 
authorities, and are therefore disregarded. Hereby, these text may provide serious concerns and raise serious issues, for those 
who know how to speak its language, usually people in minority positions. 
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there is a likelihood that this goes hand in hand with resistance against undesired 

representation.  

As we saw above, the majority of the fans are white, middle class, heterosexual 

women10; on the basis of this, it may be expected that the main concerns in fan communities 

are related to gender issues.  

 

Fanfiction as Female Reading Practice 

The previously mentioned historical fan positions, popular culture in a subordinate position in 

cultural economy, as well as fandom as a female activity linked to oral/gossip practices, lead 

to the following conclusion: “Fan criticism is the institutionalisation of feminine reading 

practices just as the dominant mode of academic criticism is the institutionalisation of 

masculine reading practices” (Jenkins, 1992, p. 116). 

What automatically arises is the question what these ‘female reading practices’ entail. 

According to DuPlessis, “narrative in the most general terms is a version of, or a special 

expression of, ideology: representations by which we construct and accept values and 

institutions.” (DuPlessis, 1985, p. x). In Writing Beyond the Ending she argues that because 

any fiction expresses ideology, women writers should invent strategies, in order to 

deconstruct conventional narratives in a way that alternative stories about gender and gender 

institutions arise (DuPlessis, 1985, p. x). First, conventional narratives and ideologies should 

be recognised and, second, they should be deconstructed by writing alternative stories. 

Concretely, this is done by fans’ specific interpretation of television programmes. As 

Amesley indicates, fans focus on character rather than on plotlines or situations (Amesley, 

1989, p. 328). Next to this, Jenkins indicates that fans focus on interpersonal themes, such as 

gender roles, sexuality, relations and romance between characters (Jenkins, 1992, p.81-84). 

This does imply the position of a ‘negotiating reader’, mentioned before. The fan has 

to negotiate between the images shown on the television programme, and the desired images 

(for instance the focus on the interpersonal relations of the characters), even if this is not the 

focus of the programme. This negotiated position is also typical for female reading practices. 

Kolodny has researched the notion of rereading, interpretation and gender. She argues the 

following case. Text interpretations are gender-inflicted, whereby women are capable of 

                                                 
10 There is one difference between the composition of fandoms in general and the fandom of X:WP: whereas most fans are 
white, middle class, heterosexual women, the fandom of X:WP, however, is dominated by white, middle class, lesbian 
women. It is therefore to be expected that X:WP fans focus on gender as well as sexuality. The specific focus of X:WP fans 
on representations of sexuality will be analysed in the second part of this thesis.   
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reading male and female signifiers11, while men are not necessarily capable of reading female 

signifiers, since they do not necessarily have access to the (subordinated) female realm 

(Kolodny, 1985).   

In its turn, this implies that women are almost always in a position in which they 

negotiate with the text. This concurs with the fact that the majority of fans are women. There 

is a struggle over the text’s ideology that women engage in and men do not have to because it 

is already their ideology to begin with. Fiske explains that television tries to construct an ideal 

subject position for the viewer; if the viewer goes along with this, he is rewarded with 

ideological pleasure. Apparently, our dominant ideology works, the viewer is rewarded with 

the pleasure of recognition that his worldview is the ‘correct’ one. This, of course, only works 

if the viewer’s dominant ideology relates to that of the television programme. If there is no or 

only a partial overlap, this process will be strained, and it might become impossible to match 

the two ideologies. The pleasure of recognition might not be achieved; the programme might 

become unwatchable, or other pleasures are found, such as oppositional pleasure. A 

programme may work very hard to try and get the viewer to adopt the dominant ideology of 

the text, but it can certainly never be totally successful (Fiske, 1987, p 51-52). This leads to a 

struggle over meaning and over interpretations12. The above, of course, does not mean that all 

female fans apply female reading strategies or that the male fans do not. It does imply that the 

general tendency within fandoms is one in which the female reading practices discussed are 

dominant.  

In this section the subordinate position of fan culture, and the relation of fan and oral 

culture, are connected to the feminine reading practices fans apply. Fans hold a position in 

which they do not fully conform to the dominant ideology of the text; they work with it and 

relate it to their own ideologies.   

 

Fan Products 

Besides feminine reading practices, there are also feminine writing practices. According to 

Sloan, feminine writing can be referred to as “ways in which a fictional text calls into 

question, undermines or reinvents systems of representation (i.e. linguistic, textual, social) 

                                                 
11 According to Hall, ‘signs’ are images, words or sounds that are used to express a specific meaning (Hall, 1997, p. 18). 
12 The struggle over meaning is sometimes made explicit. The production company of Xena: Warrior Princess has never had 
any trouble with the fan made websites, fan stories etc. They have even embraced some, as will become clear later. However, 
the TV-company Fox, the owner of the television programme the X-Files, has threatened to press charges against some fans 
who had  made a X-Files fansite not to the company’s liking ( Schilder, 1997). 
 



 29 

through the juxtaposition of discourses that compete with one another in the creation of 

meaning” (Sloan, 2001, p.  89).   

In fan communities these writing practices are translated into the creation of fan 

products, the most prominent of which will be discussed below. I do not, however, have the 

illusion to present an exclusive list; the products that will be discussed serve to indicate what 

kind of cultural expressions fans have found to discus issues that concern them.  

 Community building and contact with other fans can be considered a first fan product. 

There is a thin line between watching a programme as a fan and participating in fan activities; 

the creation of a group identity and a sense of belonging is crucial. Anything from going to 

conventions, posting comments on message boards and discussion forums, can be perceived 

as productive, as well as a form of community building. The community is necessary to share 

fan aspects with. Xenaverse (as the X:WP fan community is usually referred to by Xenites) is 

the collective product of the fan community. This is illustrated by two examples from X:WP 

fans. “It’s great to interact with others of like mind who really enjoy the show, the actors, and 

its overall impact. I can’t tell you how many good friends I’ve met online and then gone on to 

meet in person” (Stafford (Ed.), 2002, p. 230), and “Ever since I got the Internet last May I 

have been more active Xena fan than ever. There are so many sites, so many people involved 

in the Xenaverse that it is amazing” (Stafford (Ed.), 2002, p. 231). 

The latter fan specifically mentions the internet. The internet has not only led to an 

increase in community building, it has also proven to be a catalyst for the development of 

another fan product: the video and/or music clip. In these clips, fragments of the television 

programme are linked together and accompanied usually by a pop-song. Behind-the-scene, 

fragments, bloopers, and scenes from the television programme are singled out and placed on 

the internet. These kind of videos certainly provide a good insight in what the preferred 

scenes, preferred interpretations and preferred focal point of the fans are. Next to this they 

also give new fans an insight in the canon of the particular fandom. A majority of the X:WP 

videos, for instance, focus on the relation between Xena and Gabrielle (the two main 

characters). According to Jenkins, these videos articulate the common ground of the fans; it is 

a meta-text that contains the shared understandings and fantasies. They focus on those aspects 

of the narrative that the collective community wants to explore (Jenkins, 1992, p.249).  

Another fan product in which music plays an important role is ‘filking’13. This 

basically entails fan music-making. Fans come together mainly at conventions and there they 

                                                 
13 The origin of the term ‘filking’ remains unclear. It is commonly agreed that it originates from the 1950’s, and that the term 
indicates a music genre and practice in which folk music and  popular science fiction culture are combined. 
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gather and sing home written songs about the beloved television programme. According to 

Jenkins, filking differs from other fan products in some significant ways; media products that 

are not on top of the fan hierarchy are willingly included in filking. Furthermore filking, and 

more specifically the lyrics of the filk songs, are not only about interpretation of the tv-texts 

but are more reflexive about fandom as a social community. Filking is also regarded as one of 

the few fan products in which women and men are equally represented, since filking is more 

about the social community of fandom where there is more room to explore numerous 

perspectives (Jenkins, 1992, 223-249). 

As was mentioned, there are five elements of fan culture, derived from oral culture, 

that make it into a feminine reading practice. These five elements (group identity, informality, 

independence of the official culture, always in process, and the compatibility to one’s own 

situation) are all visible in the fan products discussed. What making fan products but also, and 

even more importantly, sharing them offers, is a sense of belonging that cannot be found in 

every-day society but that fan culture does offer. An illustration from a woman, who writes 

fanfiction and is part of the X:WP fan community: 

  

As a writer developing a fictional world where folks face adversity, and for the most 

part live happily ever after, we are assuring ourselves that we are just like everyone 

else. But the overwhelming need to mirror a normal existence, whether real or 

imagined, stems from our own need to become part of an accepted society. We are 

different but we long to belong. By expressing these views through fandom lists, we 

are able to share experiences, give emotional support, and forge bonds that span the 

globe. (Stafford (Ed.), 2002, p. 35, 36) 

 

Fanfiction 

This brings me to the fan product that will be the focus in the second part of this thesis. Next 

to community building, producing video-clips, and filking there is also the writing of 

fanfiction. “Fanfiction is fiction written by people who enjoy a film, novel, television show or 

other media work, using the characters and situations developed in it and developing new 

plots in which to use these characters” (Wikipedia, retrieved April 2006, 

http://en.wikipedia.org). It is generally agreed that fanfiction, as part of fandom, finds it 
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origins in the 1960’s and was first published in fanzines14 of the science fiction programme 

Star Trek. Over the next decennia it has evolved into an important subsection of fan culture. 

The availability of the internet has ensured an enormous increase in fanfiction (archives) and 

it has made the circulation process a lot easier. To give an indication of how widespread 

fanfiction is, the search terms ‘Xena fanfiction’ and ‘Xena Warrior Princess fanfiction’ 

produce 169,000 and 64,700 hits on Google respectively (Google, n.d., retrieved May 16 

2007, www.google.com). From all the fan products, fanfiction is the most imaginative and 

most original one; it creates the possibility to let go of the original text and create completely 

new stories, since it is not bound to the original texts as other products are. Nevertheless, 

fanfiction builds upon the interpretative strategies of the fan community (Jenkins, 1992, 

p.156). It fits in the category of female interpretative strategies. Just as there isn’t any precise 

and recent research that looks at the ethnography of fan communities, there isn’t any recent 

research about fanfiction writers available either. (It is estimated, however, that at least 90% 

of all the fanfiction is written by women) (Bacon-Smith, 1986, p. 26-28)). X:WP 

questionnaires have indicated that about 60% of the fans read fanfiction on a regular base and 

about 5% are engaged in writing it. Since at least 80% of X:WP fans are women it is logical to 

assume that the vast majority of X:WP fanfiction is written by women as well. 

 According to Jenkins, “fan writing builds upon the interpretive practices of the fan 

community, taking the collective meta-text as the base from which to generate a wide range of 

media-related stories” (Jenkins, 1992, p. 156). This is definitely underpinned by X:WP fans, 

as one fan explains, “I read and write fan fiction, yes. I like to see where others are willing to 

take the characters. Sometimes a bard15 will flesh out a scene and make the whole episode 

richer and easier understood with their insights” (Stafford (Ed.), 2002, p. 235). 

 Because –or despite- of the informal community aspect there are some unwritten rules 

that fanfiction writers tend to follow. First and foremost it is not done to make profit out of 

one’s work. The reason is twofold. First of all it would be copyright infringement to do so. 

Therefore, most stories have copyright disclaimers at the heading of each story. Usually other 

statements/disclaimers about the nature of the story, whether it contains violence, spoilers, 

                                                 
14 “A fanzine (see also: zine) is a nonprofessional publication produced by fans of a particular cultural phenomenon (such as 
a literary or musical genre) for the pleasure of others who share their interest. The term was coined in an October 1940 
science fiction fanzine by Russ Chauvenet and first popularized within science fiction fandom, from whom it was adopted by 
others” (Wikipedia, Retrieved June 2007, http://en.wikipedia.org). 
 
15 ‘Bard’ is a term for fanfiction writers of X:WP stories specifically. Gabrielle, on of the two main characters of X:WP is a 
bard and writes the adventures of Xena and herself on scrolls. By the fan community  the word ‘bard’ is used as a self-
reflective joke whereby fans of X:WP link their writing activities to that of the character of Gabrielle. 
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whether it is appropriate for children etc., are included as well. This results in disclaimers 

such as: 

 

COPYRIGHT DISCLAIMER: All of the characters mentioned in this story that 

have appeared in the syndicated series "Xena: Warrior Princess" are the property of 

MCA/Universal and Renaissance Pictures. No copyright infringement is intended.  

This story may be freely distributed in unaltered form, provided that no profit is 

gained from such distribution. Of course, it is civil to ask my permission first. 

 

OTHER STUFF DISCLAIMER: No sex, no violence, no mature themes, no subtext, 

no profanity, no Joxer. Sort of approved for all audiences. I wonder myself how nice it 

is. (‘Ukki’, n.d., retrieved May 2007) 

 

Although these copyright disclaimers are first and foremost intended to avoid copyright 

infringement, they also display the self-reflexivity of the community, as is  shown in the 

‘other stuff disclaimer’. On the other hand, it has become an intrinsic value within the fan 

community that fan products may not be used for commercial purposes (Pearson, 2006, p.13).  

A second unwritten rule for fanfiction writers builds upon the community aspect; fans 

do not simply write a text and post it, they ask advice and feedback from other fans before 

posting it. This is called ‘beta-reading’. The so-called ‘beta-readers’ (read: editors) are highly 

appreciated and most writers make use of them for textual as well as content editing.  

Fans do not only ask feedback before a story is posted but afterwards as well. Most 

authors explicitly give their e-mail addresses and ask for feedback. The unwritten rule is that 

feedback must be constructive, positive, and must encourage writers to keep on writing.  Fan 

communities tend to be very supportive towards its members, as the numerous examples from 

the X:WP fans have shown. There is one exception to this rule; stories that are not appreciated 

and serve as indicators for ‘bad fanfic’ are stories in which character breach is committed. 

According to Pearson, “the comment ‘the way you write X is so in character’ is one of the 

highest forms of praise a fanfic author can receive. Conversely, perceived bad characterisation 

or other infidelities to canon engender scathing criticism” (Pearson, 2006, p. 13). 

 Of course, these unwritten rules have not randomly come into existence, they are there 

to strengthen the community aspect and guarantee a positive atmosphere within the fan fiction 

community. It is a self-regulation system where nobody can claim authority and people are 

respectful towards one another.  



 33 

In this section fanfiction has been introduced and embedded in the fan community; the 

next section will focus on the actual narratives and genres. 

 

Genres 

 Next to the unwritten rules, fanfiction has developed a variety of subgenres of its own, and 

with its own terminology, combining style and content. According to Jenkins, “fan writers do 

not so much reproduce the primary text as they rework and rewrite it, repairing or dismissing 

unsatisfying aspects, developing interests not sufficiently explored” (Jenkins, 1992, p. 162). 

Jenkins indicates ten dominant approaches that fanfiction writers make use of. These are: re-

contextualisation, expanding the series timeline, re-focalisation, moral realignment, genre 

shifting, cross-overs, character dislocation, personalisation, emotional intensification and 

eroticisation (Jenkins, 1992, p.162-180). I think these can be re-grouped and divided into 

three main interests: 1) breach of style, 2) creating extra/more material, 3) personalisation and 

linking it to personal experiences. Of course these three can overlap in one single story and 

often do. These categories should therefore be seen as merely analytical categories that give 

an idea of the fan’s main goal concerning her stories. The creation of more material indicates, 

first and foremost, that a fan enjoys the story. The categories ‘breach of style’ and 

‘personalisation of the story’ are relevant in relation to this thesis; they indicate a difference 

between the original story and the fanfiction. They show that fans appropriate material in a 

way that relates to their own position. 

 These three main interests of fans are caught in a number of fanfiction genres that will 

be discussed here and will be analysed in the following chapters. These genres are important 

because they are used as a framework; they indicate what kind of narratives can be expected. 

In some cases the genre even gives a strong indication of  which discourses and 

representations will or won’t be rewritten. Genres are the markers that indicate whether a 

story stays close to the original text or whether it is going to resist the original representations 

strongly.  

  ‘General’ is a genre of stories relatively close to the original text. Through this genre 

more stories of the beloved programme can read, it basically provides extra material. 

 ‘Post fin fic’ and/or ‘virtual season x’ fiction is a genre that consists of stories that 

play after the timeline of the original series. Post fin fiction usually consists of  separate 

stories that give an alternative ending of the programme’s storyline, especially when the 

ending is experienced as unsatisfying. Virtual seasons indicate that writers (usually a 

collective of writers) try to write an entire virtual season. After the final episode of an original 
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programme, these virtual seasons are used to extend the programme. X:WP has six television 

seasons, but on several websites at least another four seasons have been added.  

The genre ‘alternative’ indicates a different romantic pairing than the original displays. 

It especially indicates gay or lesbian pairings (not sexually explicit). These kind of stories are 

a serious breach of style and indicate a personalisation of the original material. Most of these 

characters are portrayed as heterosexual in the original television programme; fanfiction 

writers, however, change their sexuality. For X:WP, ‘alternative’ usually indicates a romantic 

pairing between Xena and Gabrielle. 

The most controversial genre is ‘slash’ fiction. Slash indicates sexually explicit stories, 

usually of a homoerotic nature16. Style breach and personalization of the material are the 

predominant alterations in relation to the original. Interestingly, Jenkins argues that if 90% of 

all fanfiction is written by women, the percentage for slash stories is even higher; it is an 

almost exclusively female genre (Jenkins, 1992, p. 191). The explanation Jenkins gives for the 

high percentage of women writers is that  

 

in slash, both characters can be equally strong and equally vulnerable, equally 

dominant and equally submissive, without either quality being permanently linked to 

their sexuality or their gender. […] The media simply does not provide the 

autonomous female characters needed to create a heterosexual romance between 

equals; fan writers have chosen the path of least resistance in borrowing ready-made 

figures, (…) to express their utopian visions of romantic bliss. (Jenkins, 1992, p. 195-

196). 

 

Though this certainly is a valid explanation, it only addresses male homosexual pairings. 

Femslash was not as present and widespread within the fan community when Jenkins wrote 

Textual Poachers in 1992. Between 1992 and 2007 there has been quite an increase in strong 

female characters such as Kathryn Janeway and B’Elanna Torres from Star Trek Voyager, 

Nikki and Helen from the English prison drama Bad Girls, Scully from the X-Files, and of 

course Xena and Gabrielle from Xena: Warrior Princess. In X:WP there are two strong 

leading female characters, and the nature of their relationship (friendship or romantic) 

remained implicit until the end of the television series, though the writers/producers played 

with the subtext quite a lot and quite explicitly. To explain why X:WP femslash and X:WP 

                                                 
16 ‘Slash’ indicates homoerotic pairings of two men, to lesbian pairings the term ‘femslash’ is applied as well. 
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alternative fanfiction are so popular, it would be interesting to question the fanfiction 

writers/readers. According to the previously mentioned questionnaire conducted by Nikki 

Stafford, there were twice as many fans that enjoyed the lesbian subtext as there where non-

subtext fans, and almost all the people agreed that there is lesbian subtext in the series 

(Stafford (Ed.), 1992, p. 197). It would be interesting to investigate whether X:WP femslash 

stories are written by heterosexual women (as is homoerotic ‘slash’), or whether it is the large 

lesbian following of the programme that writes X:WP femslash. 

A genre specific for X:WP are the ‘conqueror’ narratives. These ‘conqueror’ stories 

explore Xena’s ‘dark side’. In the original television programme Xena used to be quite evil 

and was know by the name ‘destroyer of  nations’: she was an evil person who tried to 

conquer as big a part of the world as she could, being relentless to whoever was in her way, 

killing men from other armies, and plundering villages with her own. The audience learns 

Xena’s history through numerous flashbacks. In the conqueror fanfiction these flashbacks, 

and this evil Xena, are centralised.  

The last distinctive main category of fanfiction is ‘Über’, which indicates that 

characters are portrayed in a completely different universe. As is generally agreed among 

fans, this term actually originates from X:WP; the series themselves began with an über story 

in the X:WP episode ‘The Xena Scrolls’. This story does not take place in ancient Greece but 

in the 20th century, where the descendants of Xena and Gabrielle, Mel and Jan (portrayed by 

the same actresses), are followed. ‘Mel and Jan’ has even become a subgenre, within the 

category of über, of its own.  Another subgenre within the über genre consists of the ‘Dar and 

Kerry’ serials. ‘Dar and Kerry’ stories are very popular stories within the Xenaverse. They are 

written by well-acclaimed and very popular fanfiction writer Melissa Good.  

In this section, fanfiction as a concrete rewriting practice has been addressed. The 

conclusion is that there are three main ways in which fans rewrite stories. Firstly, they create 

extra material of the show they so enjoy. Secondly, they break the original style of the 

programme, which creates the possibility to focus on aspects and representations not 

addressed in the original. Thirdly, stories are personalised and linked to the fan’s personal 

experiences. Certainly the latter two can be used as empowering. These three new approaches 

are translated into five main genres; general, post final, alternative, slash, conqueror and über, 

the main point being that these genres indicate if and if so what representations will be 

resisted. 
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Blurred Boundaries, Fanfiction, Fan Scripts or Television Scripts 

In this section a small side step will be made, in order to discuss Melissa Good, who has 

already been mentioned.  Usually writers/producers of the original story have no contact with 

fanfiction writers. X:WP forms an exception. Fanfiction writer Melissa Good has actually 

written two episodes for the original series; ‘the Legacy’ in season five, and ‘Coming Home’, 

the opening for season six.  It is a unique and remarkable occurrence within television and fan 

culture that a fanfiction writer starts writing for the original. The reason is threefold. First, 

there is the danger of copyright infringement.  Melissa is a pretty well-known fanfiction writer 

and regularly interviewed. In one of these interviews, given a few years before she actually 

wrote for X:WP, she indicates that she has no contact with the producers, and they cannot 

admit to reading fanfiction stories. If an episode has too many similarities with a fanfiction 

story they [the producers] can get into legal trouble over copyright infringement (Good, in 

Schilder, 1997).  

Second, fans are much  wanted by producers, that is, as long as they take on the role of 

consumers. Producers also see fans as ‘strange obsessive people’ that certainly should not 

meddle with the content of the programme. A famous incident within fan community is for  

instance William Shatner’s (Captain  Kirk, Star Trek ) outburst in Saturday Night Live. After 

he is bombarded with questions from fans, he starts shouting at them: “Get a life, will you 

people? I mean, I mean, for crying out loud, it’s just a TV show!” (Shatner, in Jenkins, 1992, 

p 9-10). The fan approach by X:WP producers has been quite different At the start of the 

programme there was a lot of contact between the producers and the fans, says Petra de Jong  

(Jong de, personal communication, 18 April 2004). Apart from this, the show has many 

aspects of camp and is humorously self-reflective, which gives the producers the opportunity 

to show this kind of fan-interaction in the programme, as for instance becomes clear in the 

subtext development throughout the seasons. In the beginning, the relationship between Xena 

and Gabrielle is one of friendship. Stafford indicates, that at a certain moment the producers 

became aware of the substantial lesbian following and they started to act upon it, and  play 

with the notion of a lesbian relationship between the two main characters, to which they have 

admitted in several interviews (Stafford (Ed.), 2002, p. 200). (see chapter 5) 

Third, Melissa Good was asked to write for the television series due to declining 

ratings. Season five is the least favoured season by the fans. The producers needed something 

to boost the ratings and they may have decided that asking somebody from the fan community 

to help them, would get them into contact with fans’ desires again (Stafford (Ed.), 2002, p. 
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151-161). Nevertheless, the producers and writers ‘boldly went where no one had gone 

before’, nor has gone after this unique form of interaction.  

This side-step indicates that there is a remarkable amount of interaction between the 

writers of X:WP and the fanfiction. This interaction, amongst others, has given the producers 

a good idea of the representations the fans resisted, and the representations the fans embraced. 

In the following chapters (mainly chapter five) it will become clear that the programme has 

altered its representations in order to meet the fans’ desires. The fan resistance has been “an 

intervention worth making” (Haraway, 1997, p. 45). 

 

In this chapter four main points have been addressed. First, fan culture has been placed in a 

framework of popular culture. The main point derived from this is that popular culture finds 

itself in a subordinate position. On the one hand, this means that fandom is devaluated as a 

cultural expression. On the other hand, the disconnection from elite culture makes it an 

appropriate culture for people in minority positions, who enhance their power over the text 

and use it as a means of empowerment. Second, the relation between oral culture and 

practices of resistance has been applied to fan cultures. The two have in common that they 

make use of feminine reading practices, in order to appropriate materials in such a manner 

that they can be related to the everyday experience of the fan’s subordination, and 

consequently can be used for empowering. Third, the feminine reading practices themselves 

have been addressed. Concretely, these practices entail a focus on characters and interpersonal 

relations, rather than on plotlines. It also means that fans negotiate with the text over its 

meaning. Fans take up a position in which they do not fully confirm to the dominant ideology 

of the text; they work with it in order to relate it to their own ideologies. Fourth, fans translate 

these negotiations into products. These products, specifically fanfiction, have been mentioned. 

Fans re-appropriate texts in three ways; they create extra material, they break with the style of 

the original, and they personalise stories and relate them to their own position.  

Concluding, the main point that the concept of fanfiction can contribute to theories of 

popular culture, is that fans write stories because they disagree; they see a television 

programme, enjoy it (closely) and subsequently pick out the element they like and change the 

ones they don’t. They do so because, “above all, cultural meanings are not only ‘in the head’. 

They organize and regulate social practice, influence our conduct and consequently have real, 

practical effects” (Hall, 1997, p.3). 

In the second part of this thesis, the representations of gender, ethnicity, sexuality and 

class in X:WP and its fanfiction will be analysed and compared to one another. In the next 
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chapter, I will first introduce X:WP further and then elaborate on the chosen methodology and 

approach.  
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Chapter 3: Text, Approach and Methodology 

 

The previous chapters form the theoretical framework of this thesis. The following chapters 

contain the actual analysis of the series and its fanfiction. In this chapter, I will introduce the 

television programme Xena: Warrior Princess, and why I have chosen to analyse this 

programme and its fanfiction. I will furthermore elaborate on the methodology of textual 

analysis that I opted for and account for the selection of fanfiction stories. 

 

Xena: Warrior Princess 

I have chosen to focus on one ‘original’ television text, and a diverse group of fanfiction 

stories related to this television programme. This choice was made, because comparing a 

television programme to its offspring will highlight the differences and similarities. 

Consequently, it creates room to get a broad view of the representations offered by both the 

tv-series and the fanfiction, in order to acquire a representative view of the differences and 

similarities. Following this, some light is shed on the question whether and, if so, how 

resistance takes shape regarding gender, ethnicity, class and sexuality. 

I have chosen to focus on the popular television programme Xena: Warrior Princess. At the 

beginning of every episode, the following credit monologue introduces the programme to its 

audience: 

 

In a time of ancient gods, warlords and kings, a land in turmoil cried out for a hero. 

She was Xena, a mighty princess, forged in the heat of battle. 

The power, 

The passion, 

The danger. 

Her courage will change the world.  

(Xena: Warrior Princess. 1995. credit monologue)  

 

This quote originates from the American popular fiction programme, aired from 1995 to 

200117, with cult-status, entitled ‘Xena: Warrior Princess’. As the credit monologue indicates, 

Xena: Warrior Princess is a fiction programme that eclectically draws upon several genres, 

                                                 
17 X:WP  consists of 134 episodes divided over six seasons. In America the show aired  from 1995 till 2001, in the 
Netherlands this was from 1998 till 2004. I have specifically chosen to focus on a programme that has already ended, because 
it gave me the possibility to take all the original material into account. Furthermore fanfiction of X:WP is still being written 
today, which gives me the opportunity to see if, and how, fanfiction writers integrate the end of the original into their work. 
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most prominently: action-adventure, comedy and drama, but also elements from the genres of 

horror, science fiction, slap-stick, parody, musical, and martial arts. The programme talks 

about the quest of a white female action hero who helps the innocent and helpless against evil.  

X:WP is set in the time of ancient Greece; however, stories also include settings in the Roman 

Empire and in the time of early Christianity. In sum, although  the programme is primarily set 

in the classical Greek period, it is neither very consistent nor tries to be when it comes to 

historical timelines. Xena does not travel alone. She is accompanied by her, friend Gabrielle, 

also white and female, the bard of whom we not only know that she becomes a worthy 

Amazon queen, but she also helps Xena in the latter’s struggle to overcome her ‘dark past’.   

There are several reasons why I decided to analyse X:WP and the fanfiction it 

generates. X:WP is a television programme that surprised me instantly; there were not many 

television programmes that so prominently feature two women in the leading roles, prior to 

X:WP. Furthermore, the Greek myths the programme draws heavily upon have been reworked 

into principally different stories as well. Another reason is the series’ popularity; by now it 

has been shown in at least 24 countries, making it a show with a large public, not just 

something aired and enjoyed by only a handful of people. X:WP is part of mainstream TV. 

Next to this, X:WP has a large number of post-modern elements and a high degree of self-

reflexivity, which is important because it opens the texts. Finally, one of the fanfiction writers 

(Melissa Good) was eventually asked to write for the television series, which shows that there 

has been quite some interaction between the fans and the producers/writers of X:WP.  

 

Methodology 

I have chosen to use the methodology of textual analysis, and analyse representations of 

fanfiction in relation to theories of resistance. According to Fiske, “a program is produced by 

the industry, a text by its readers” (Fiske, 1987, p. 14-15). He indicates that discourse is a 

socially developed system of representations, used to circulate a coherent set of meanings. 

These meanings, however, are not neutral but reflect the ideology of the dominant groups in 

society. Through textual analysis, the main discourses of the programme can be filtered out, 

but what textual analysis cannot do, is analyse what interpretations and meanings the viewer 

will take out of the programme (Fiske, 1987, p. 14-15). What can be brought to light through 

the analysis of an original text is some of the representations offered (and consequently 

related discourses), but the interpretations of cultural products by viewers cannot be brought 

to light by merely analysing the original text. It is here were fanfiction can be of great use. 

The texts made by fans can reveal what discourses and representations around gender, 
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ethnicity, class and sexuality are being reworked, and which ones are not. This is illustrated 

nicely by the alternative fanfiction version of the credit monologue, of which the original was 

quoted above. 

 

In a time of ancient gods, warlords, and kings,  

A land in turmoil cried out for a hero. She was Xena,  

a mighty princess, forged in the heat of battle.  

The power... the passion... the danger... 

Her courage has changed the world... 

Together with her bard and companion, Gabrielle,  

Xena, the Warrior Princess lives forever.   

(MaryD, 1996, http://www.ausxip.com) 

 

Comparing the credit monologue of the programme to this text clearly shows what fanfiction 

is: some aspects of the original are taken, yet others are transformed into something  new. 

 For the scope of this thesis it is unfortunately impossible to analyse everything, 

therefore a selection had to be made. X:WP consists of 134 episodes of an hour each; the 

programme displays a wide array of images and representations. I have, therefore, chosen to 

focus on the main features and representations: the construction of Xena as a warrior, the 

relation between the two main characters and the representation of other recurring characters. 

The examples, quotes and descriptions that will be highlighted, in the next chapters, are thus 

illustrations of the dominant representations of X:WP and its fanfiction (unless indicated 

otherwise). To come to a selection of illustrations, and in order to filter out the different 

representations, all 134 episodes were viewed at least twice.  

Furthermore, I decided that the focus of this analysis will be on content rather than on 

the formal site (such as camera-angle, lighting) of representation. The reason is threefold. 

First, my academic background and interests are grounded in literature rather than in film 

studies. Second, and more important, fanfiction consists of  written narratives; camera angles, 

music, lighting do not play a role in any genre I have encountered (not even the virtual 

seasons, which are written as scripts). In order to bridge the different media, the focus will be 

on what they have in common. This will mean that the examples will mainly be quotes from 

dialogues, scene descriptions, plot lines, et cetera. Third, the main focus of the thesis is on the 

representations fans rewrite, and fans do not focus on the formal site of representations 
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whatsoever. They take the images they see on the television screen and translate them into 

written words in their fanfiction.  

 

Fanfiction Selection  

There are more than 100.000 websites that respond to the combination of words ‘Xena’ and 

‘fanfiction’. The number of fanfiction stories per site varies from one to several thousands. In 

short, investigating all the available fanfiction on these websites is simply not possible. A 

selection of stories has been made, as well as a selection of websites from which these stories 

have been taken. The aim was to generate a wide range of stories, representative of the canon 

of X:WP fanfiction. Hence, the following selection criteria were applied. 

 I chose websites containing fanfiction, that a X:WP fan is most likely to encounter 

when randomly searching for anything X:WP related. A reader of fanfiction first has to 

become acquainted with the phenomena before the actual reading (or writing) can take place. 

It is reasonable to expect that most people will start opening links top down. I have 

consequently selected the first five websites found by search-engine ‘Google’, on the markers 

‘Xena’ and ‘fanfiction’.  

The list of websites is complemented by websites that are well-visited, well-known 

and well-received by Xenites and other frequent fanfiction readers and writers. These 

websites were either recommended by Petra de Jong18, or were mentioned in the book, How 

‘Xena’ Changed Our Lives. There was an overlap of two website. This resulted in the total 

sum of eleven websites from which I have taken fanfiction stories.  

 Analysing all fanfiction stories on these websites is impossible: there are thousands, if 

not ten thousands, of fanfiction stories to be found on these websites. A further selection had 

to be made. The aim remained to generate a variety of stories, representative for the X:WP 

fanfiction canon. Therefore, every available genre of Xena fanfiction; general, alternative, 

adult, über, (including; Mel & Jen, conqueror), episode related, miscellaneous, as described in 

chapter two, has been included. Within each genre a random selection has been made, in order 

to see what the content of the mainstream stories is. Furthermore, stories from the previous 

mentioned Melissa Good have been explicitly included. Obviously, most of the stories fit into 

more than one of the above mentioned criteria.  

                                                 
18 Petra de Jong was the chairwoman of the Dutch X:WP fan club. 
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As a result, from these eleven websites 75 stories (covering more than 3000 pages) have been 

selected. These stories are representative for the canon of X:WP fanfiction. The complete list 

of websites and stories (including genre)can be found in  appendix I. 

 

In this chapter, X:WP has been further introduced and the relevance of this programme for 

this case study has been explained. Furthermore, the methodology of textual analysis and how 

it will be appropriated has been discussed. Next to this, the selection of fanfiction has been 

accounted for. In the following chapters the representations of  X:WP and its fanfiction will be 

analysed, beginning with the construction of Xena as a warrior woman, in chapter four. 
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Chapter 4: The Construction of Xena as a Warrior 

 
Gabrielle: “Xena this was our only frying pan. Why do you do that,  
you do have weapons don’t you?” 
Xena: “I like to be creative in a fight, it gets my juices going.” 
Gabrielle: “Can we cook with your juices?”  
(2.15 ‘A Day in the Life’)19 

 

In the following chapters, a comparison will be made between the television text and the 

fanfiction of X:WP, concerning the representations of gender, ethnicity, class and sexuality. 

Three main elements of the programme and of the fanfiction will be analysed: the 

construction of  Xena as a warrior, the second main character, Gabrielle, and her relationship  

with Xena, and the representation of four other recurring characters.  

This chapter will focus on the construction of Xena as a warrior. According to Early 

and Kennedy, the most powerful and influential story in Western culture is arguably that of 

the male just warrior, who represents the responsible citizen. It has always been, however, a 

male privileged position, and “the few women who have achieved warrior status in this 

hegemonic war chronicle have been portrayed as temporary transgressors and have not been 

permitted to form a tradition of their own” (Early and Kennedy, 2003, p.1). In popular culture, 

there is, nevertheless, a recent trend visible: women are starting to have leading roles more 

frequently, and these roles are more frequently heroic. According to Heinecken, this can be 

considered a significant break with the traditional representation of gender in the powerful 

narrative of the just warrior. In order to decide whether there is an ideological shift in 

mainstream culture, it is necessary to examine the representation of female action heroes (cf. 

Heinecken, 2003, p. 5).  

Next to this, there are also additional reasons for the importance of analysing the 

construction of the hero in X:WP specifically. At the time of original airing (1995-2001), 

X:WP was one of the  very few television programmes that centralised a female hero in its 

storyline. This aspect of the programme is emphasised in both the series and the fanfiction. It 

is also one of the main reasons why X:WP has become so popular.  

The construction of a female warrior is therefore relevant in the case of X:WP, just as 

the way X:WP constructs its female hero is important in a larger context: the heroic quest as 

the most influential narrative of the West. 

                                                 
19 The quotes at the beginning of chapter 4, 5 and 6, and all the quotes that accompany the illustrations, are taken from the 
television series (and not from the fanfiction).  
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 There are three aspects that contribute to the construction of Xena, the warrior 

princess: Xena as a female warrior, Xena portrayed as a beautiful female warrior, and Xena as 

a white female warrior. Prior to the analysis of these elements, I will first introduce Xena.  

 

Introducing the Warrior Princess 

(aka ‘the destroyer of nations’, ‘the woman with many skills’, and ‘the warrior pain in my 
ass’) 
 

Xena: “as I’m going to die, I’m going to die as I am, 
a warrior with a sword in her hand.”  
(2.20 ‘The Price’) 
 

 
(www.xenafan.com) 

 

 

Xena grew up in a small town named Amphipolis. When she was a young woman, 

Amphipolis was under attack; Xena formed an army to defend her village, and succeeded. In 

order to prevent the town from being attacked ever again, she started conquering the 

surrounding villages as a buffer. One thing led to another and she eventually became ‘the 

destroyer of nations’. After an encounter with Hercules, Xena decided that she had to change 

her way of living and she left her conquering days behind.20 

 In the first Xena: Warrior Princess episode, ‘Sins of the Past’, the audience does 

indeed get acquainted with Xena as a person who wants to begin a new life; she buries her 

weapons and is on her way back to Amphipolis in order to apologise to her mother. On her 

way to her hometown, however, she runs into a warlord, who has kidnapped a group of young 

                                                 
20 X:WP is a spin-off from another television programme, Hercules: The Legendary Journeys. The audience meets the 
character of Xena in the ‘warrior princess’ trilogy. It is not necessary to see this trilogy in order to be able to follow X:WP, 
but most fans will have seen it, or are at least aware of the existence of the ‘warrior princess’ trilogy on H:TLJ. 
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women; one of them is Gabrielle. Xena decides to put on her warrior garment once more and 

to fight again, but this time she fights for a good cause and she rescues the girls. After her 

victory, Xena continues her return homewards. She is, however, not alone anymore, as she 

now has the company of Gabrielle who decided to travel alongside Xena. This is the starting 

point of X:WP episodes and its fanfiction: a warrior who fights for good causes and is on a 

quest to redeem for her evil past, with the help of Gabrielle, who stands by Xena’s side 

unconditionally.  

This is also the framework in which the construction of Xena as a warrior will be 

discussed, to begin with Xena as a female warrior. 

 

Xena as a Female Warrior 

Xena: “Let me guess. Your wish was that 
tomorrow would never come.” 
Neron: “The day will repeat he said until a hero 
comes who can fix everything, save Hermia, 
save me and end this pointless fute.”  
Xena: “so when you saw me in the village why 
didn’t you ask for help?”  
Neron: “Frankly I was expecting Hercules or at 
least Simbad…” [emphasis added] 
(3.2 ‘Been There, Done That’) 
 

(www.warriorprincess.com) 

 

Television Series 

As is the case with the representation of most women warriors, Xena’s character is caught 

between being portrayed as the hero of the traditional action adventure genre, which 

centralises the quest of the male hero, or being portrayed as the traditional heroine, and more 

generally, the way women on screen are depicted. In the character of Xena, distinct features 

of both types of heroes are combined: the producers of X:WP appear to have chosen to alter 

the notions of what it constitutes to be a hero, while at the same time they draw heavily upon 

them. In this section, I am first going to address aspects typical of the male hero and relate 

them to Xena and X:WP, and second, I am going to look at the typical representation of 

warrior women and relate Xena to this tradition.   

 The first and most obvious characteristic of the male hero is that he is male. This 

might seem a superfluous comment but it is the biggest discrepancy between Xena and other 

heroes, especially since Xena is placed in the traditional narrative of the male hero rather than 
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in that of the heroine. This is, for instance, illustrated in the quote above from episode 3.2 

‘Been There, Done That’, where Xena is compared to and placed in a tradition of male heroes 

such as Hercules and Simbad. Simultaneously, the villager (Neron) has overlooked her as a 

possible hero that could save the town, precisely because she is a woman. This example 

shows that the programme stresses that a woman can certainly be a hero, but that she will not 

always be perceived as such. 

 The programme further centralises the sex of its hero. Xena regularly runs into  

groups of male thugs who try to rob her; in many of these encounters the men comment on  

her ‘weaker’ sex and mention that she does not stand a change in a fight with them. Of course, 

Xena always wins, and so X:WP emphasis that Xena may be a woman but this has no 

consequences with respect to her fighting abilities. 

 Another aspect of Xena as a female warrior is her role as a mother; Xena has two 

children. Although Xena’s motherhood is not a significant aspect of the narrative21, maternity 

is inherent in the female body. According to Macdonald “The exigencies of female biology, 

especially motherhood, are frequently invoked in explanations of why women are not or 

should not be warriors” (Macdonald, 1987, p.4). Xena’s motherhood does not diminish her as 

a warrior but makes her a more feared enemy. In 5.14 ‘Amphipolis under Siege’, Athena, the 

goddess of wisdom and warfare, is the episode’s antagonist, and she warns her army against 

Xena, who has just given birth to her daughter: “The most dangerous animal on Earth is a 

mother protecting her young” (5.14 ‘Amphipolis under Siege’).   

 Furthermore, Xena’s womanhood does not stand alone; the most prominent people 

in her life are all women: first of all there is her mother, who has raised her single-handedly, 

second, Xena’s spiritual growth has been stimulated through her encounter with two other 

women in her past, and third, Gabrielle has a vital role in the creation of Xena as a righteous 

warrior. On the other hand the men in Xena’s life, her father, the father of her child and 

former lovers, play insignificant roles in the storyline of X:WP. Xena is thus, quite literally, 

constructed through her encounters and bonds with other women. 

 In sum, Xena is placed in the tradition of the male quest, but at the same time her 

gender is centralised and she is depicted as different from the hero. Aspects of her gender that 

could be considered to weaken her as a warrior –  lack of physical strength and motherhood -  

are placed in a different perspective and give Xena an advantage. Even though X:WP adheres 

                                                 
21 One of the main reasons why Xena was pregnant during the series, was because the actress who plays her, Lucy Lawless,  
was pregnant in real life. After Xena’s child is born in X:WP, Xena and Gabrielle are stuck in an ice tomb where time stands 
still for them. The child, however, is not caught in the tomb: she is 25 when Xena and Gabrielle are released. Xena and the 
X:WP audience only meet Xena’s daughter when she is already an adult. 
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to the narrative of the male quest, Xena cannot be placed in a tradition of male heroes, instead 

she is given an alternative historiography: it is women that have inspired Xena to become an 

independent warrior. As Macdonald states: “Where war is defined as a male activity, and 

where highly-valued masculine characteristics are often associated with war, a female warrior 

must be seen as inherently unsettling to the social order” (Macdonald, 1987, p.6). 

A second characteristic of the male quest in Western heroism is, according to 

Haraway, the hero’s emphasis on self-glorification (Haraway, 1997, p. 31). Xena fights for a 

good cause, but her goal is self-redemption, not self-glorification. Her warrior personality is 

not glorified but presented as imperfect, Xena is a ‘flawed’ hero. According to Inness, “She is 

haunted by her past and always travels to places where people fear her because of what she 

has done. People fear that her violent, aggressive nature will be directed at them” (Inness, 

1999, p.170). Though Xena is haunted by her ‘dark’ side and constantly needs to fight off the 

temptation to give into it, it is also presented as an integral and necessary part of her 

personality. In episode 5.2 ‘Chakram’ for instance, Xena is suffering from amnesia, she 

cannot remember her evil past at all and is liberated from her aggressive side, but as a result 

she has also lost her fighting skills, which are intertwined with this part of her personality. 

Xena has to decide whether she wants back her memories, and consequently her flawed 

personality. She ponders over this with the ever faithful Gabrielle: 

 

Xena: “I can’t help wondering if we’re doing the right thing. Your   

stories, this darkness, my violence, can that really be good?         

Gabrielle: “I think it is final. I know that sounds strange coming from me. I 

think you have to know the darkest part of yourself to be whole.”               

Xena: “But this way (without memories) I harm no one.”                      

Gabrielle: “But what about the people who harm others, Xena? You have this 

balance of lightness and darkness; without both of those the very best in you is 

defenceless.” [emphasis added] (5.2 ‘Chakram’) 

 

Eventually Xena decides that she wants back her memories, and as a result her violent, 

personality. By making this choice X:WP advocates the notion of the flawed hero: Xena needs 

her ‘dark side’; without it she cannot translate her good intentions into action. It is around the 

same period that the character Gabrielle renounces the ‘way of love’ (complete pacifism). She 

has struggled with this decision but eventually decides that her ideal of a peaceful world 
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cannot be achieved through the strategy of pacifism; quite the contrary, it puts her in a 

position where she cannot defend herself or others anymore. X:WP has chosen to connect 

heroic action to flawed personalities (and vice versa), and thus explicitly questions the 

excessive violence its hero uses, and deprives her of a position of self-glorification. According 

to Dyer, this combination of good and bad elements has as a consequence that the traditional 

model of the pure hero is criticised and replaced by a new and more realistic model of 

hybridity (Dyer, 1993, p.136). 

A third characteristic of the male hero in the action adventure genre, is his role in 

saving the world from some kind of malice, usually through the use of physical violence. 

According to Futrell, this is a characteristic that Xena fully relates to, “like the archetypical 

hero, Xena is a proactive agent in the creation of a new society, her agency most typically 

demonstrated in the righteous use of violence to destroy ‘evil’ and to defend the ‘weak’” 

(Futrell, 2003, p. 14). Just like the archetypical hero, Xena is portrayed as the most skilled 

fighter of the programme: she has not lost any of the fights with her antagonists and she has 

beaten entire armies single-handedly. She is feared and known for some of her expert fighting 

skills, and she even has a special weapon that only she is able to use; it is called a 

‘chakram’22, best described as a boomerang disc with the sharpness of a razor blade. Violence 

is an integral part of X:WP; in the vast majority of the episodes Xena uses violence and gets 

involved in or initiates battles. The representation of violence is related to the genre of the 

particular episode. In the more comic episodes the fights are portrayed comically and slap-

stick like, the participants do not experience the fights as physically painful. The violence in 

the more dramatic episodes does not have a playful undertone but is portrayed as a serious 

matter and the physical pain people suffer is explicitly shown.  

 A fourth characteristic of the traditional action adventure story is the hero’s need to 

overcome his failing body; this is achieved through sheer willpower and it is meant to show 

the superiority of the hero’s mind. Heinecken has researched the representation of the body in 

popular media. She indicates that “in almost every contemporary male action film, one can 

trace a similar path in which the transcendence of the hero ultimately depends upon the 

rejection and punishment of the body and all things associated with it, such as the feminine” 

(Heinecken, 2003, p. 32). Xena is a hero who has to overcome severe physical hardship on a 

regular  basis as well: she was crucified three times and managed to survive, she lost her 

                                                 
22 Xena’s ‘chakram’ has become somewhat of a cult symbol for X:WP fans. A visual image of the chakram used in the first 
four seasons can be found in the second picture under the heading ‘Introducing the Warrior Princess’ (see page 42), and 
visual images of the chakram used in the last two seasons can be found on the cover page of this thesis. 



 50 

eyesight and regained it, she died a few times and resurrected again, and she survived 

numerous broken bones, bruises, cuts and other wounds. She undergoes this hardship 

stoically, and always displays enough willpower to finish her mission.  

In 3.18 ‘Fins, Femmes and Gems’ the need to overcome the quirks of the body is the 

theme of the episode. Aphrodite (the goddess of love) casts a spell on Xena, Gabrielle and 

Joxer, and all three are caught in a different obsession. Joxer thinks he is an ape-man and 

starts behaving like one; Gabrielle becomes totally self-absorbed and narcissistic and is 

occupied with her appearance only, and the only thing Xena spends her time on is fishing. 

Xena’s willpower is stronger than the spell cast over her body, and she manages to release 

herself and the others. In this respect Xena does not differ from the just male warrior, who 

needs to overcome the body. 

The will, however, has a different significance for men than it has for women. In the 

tradition of the male action hero, willpower and the mind have the function of overcoming the 

flawed body. In the tradition of warrior women, the possession of willpower is a value in 

itself. According to Christ, women have traditionally been taught to believe that the assertion 

of will is evil, and that women are not (mentally) strong enough to assert their willpower. In 

order to overcome this idea the emphasis on will is crucial for women (cf. Christ, 1979, p. 

283). Whilst the assertion of the will over the body is important in the construction of Xena as 

a warrior, the body is also explicitly portrayed as a means of (frivolous) pleasure. This is 

made obvious, amongst other things,  by the countless baths Xena and Gabrielle take, the 

numerous massages they enjoy, the pleasure that food and drinks bring them, the comfort of 

human touches and hugs they experience. Next to this, Xena also experiences pleasure when 

she uses her body to fight; this is signalled by her laughter, gestures, looks and comments 

while she is engaged in a fight. The representation of the heroic body as a means of (playful) 

pleasure is in contrast with the archetypical portrayal of the action hero and the relation to his 

body. 

Xena thus partly fits in the tradition of the male hero’s quest: she adheres to the idea of 

the righteous use of violence, she is on a quest to change the world into a better place, and she 

asserts her will over her body. There are also elements that create a generic break between the 

X:WP hero and  the hero of the traditional action adventure story: Xena is a flawed hero, she 

enjoys the pleasures of her body, and she is a woman.  

Now that I have mentioned some of the resemblances and differences between Xena 

and the classical male action hero, I am going to place Xena in the tradition of women 
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warriors. The first point has already been addressed: the relation of the female warrior to the 

body-and-mind discourse. A second point is the problematic and paradoxical combination of 

warrior aspects and feminine features that the woman warrior has to display. According to 

Macdonald, the warrior woman has to uphold her femininity; features such as maternal 

concern, chastity, and shame will therefore have to be stressed. If she does not display these 

‘feminine’ features, she is either characterised as an unnatural woman or her role as a warrior 

is being downplayed (Macdonald, 1987, p.7). Xena’s womanliness is certainly not stressed; 

her character rather consists of a combination of features and behavioural patterns, some of 

which are historically portrayed as typically feminine and some of which are perceived as 

typically masculine. She does not cook, for instance, but she does mend her own clothes, and 

as a hobby she likes to fish. In short, Xena does not necessarily uphold classical feminine 

features but neither does she dismiss them; yet, she is not portrayed as unnatural or less heroic 

because of this. 

There are, however, two stereotypes of the typical female warrior to which Xena does 

conform: she is portrayed as beautiful and she is white. As both representations are rather 

significant they will be addressed in the following sections of this chapter. Prior to this, the 

construction of Xena as a female warrior in the fanfiction will be analysed. 

 

Fanfiction 

Fans focus on interpersonal themes, gender-roles, relations, and characters rather than on 

situations and plotlines of the narrative, as was discussed in the second chapter. This can be 

seen in the X:WP fanfiction as well: the warrior and action elements X:WP displays are 

diminished in number and importance in the fanfiction. Only the ‘virtual season’ stories 

consistently have fighting scenes in them, these stories are written as scripts and stay close to 

the original genre. In all the other genres, there are stories to be found in which the action and 

warrior elements play a role but never the most important one. In the majority of the stories 

Xena does not fight at all.  

This does not mean, however, that Xena is not portrayed as a warrior, the actual action 

elements are replaced by symbols that indicate Xena’s role as a warrior. One of the 

predominant signs used, is her sword, references of its presence are found frequently. This 

results in sentences as “Xena was seated on a log near the fire, sharpening her sword” 
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(Rstlshart, n.d., retrieved October 2005, p. 7)23. The fact that Xena has to sharpen her sword, 

and prepare her weapons indicates that she is getting into action. The actual fighting scenes, 

however, become irrelevant. The action genre is used as a background setting, but the focus of 

the narrative is on the characters of Xena and Gabrielle and on their relation. 

Even though the warrior characteristics are reduced in number and importance, Xena 

is still most definitely portrayed as a hero and she helps those who are treated unfairly. In the 

television series the audience sees her helping a wide variety of people; she does not make 

any distinction, if one needs help, she is there. The sense of injustice in the fanfiction, 

however, often is gender related, so that it is women who need to overcome a difficult 

situation.  

In a lot of stories, the problems Xena faces and has to overcome are gender related. 

Many of the societies that are portrayed contain misogynistic elements, and Xena is there to 

change those. She is the one woman who can get away with something the other women in 

the village cannot, and she is the one who  proves to the villagers that women are as good as 

men. In, for instance, the story ‘Ocean of Fire’, Xena wants to participate in a horse race, but 

the organizers won’t let her because she is a woman. Eventually she manages to persuade one 

of the organisers (Galeel) and she can participate. What she does not know, however, is that 

Galeel arranged that Xena is to be killed if it looks as if she is going to win: he does not want 

a woman to win the competition. Of course Xena finds out, avoids being killed and wins 

anyway (Crist, 2005). This story illustrates a general tendency in the fanfiction in which Xena 

functions as a pioneer for women’s rights. 

Related to Xena’s role as an advocate for women’s rights, gender related injustice is 

also centralised; the victims Xena helps are almost always women. To give an indication, in 

all the ‘virtual season’ episodes it  is women who ask for Xena’s help.  

One of the most recurring problems that a lot of women, in the fanfiction, face is 

sexual harassment and the threat of rape. It is always Xena who comes to the rescue and beats 

the man/men24 up. This is in sharp contrast with the television series, where sexual 

harassment is almost insignificant as a theme. As was mentioned, fans change stories in order 

to relate them to their own situation and position. For many women sexual harassment is a 

realistic threat, which might be why it is one of the most recurring problems in the fanfiction. 

What further underpins this idea, is that there is a concentration of sexual harassment threats 

                                                 
23 Most fanfiction stories do not mention the date of publication (or rather the date on which the story was originally posted 
on a fansite). In those cases, I will indicate this (no date) and add the date I retrieved the story. 
24 In the fanfiction, sexual harassment is almost always related to heterosexuality, whereby a man harasses a woman. 
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in the so-called ‘über’ fanfiction. Über stories usually take place in contemporary times, 

where Xena and Gabrielle are portrayed as modern-day women, and they have to face a 

reality similar to that of the fans. So when it comes to the sense of injustice and the rights she 

advocates, Xena as a warrior woman is a most relevant representation in the fanfiction. 

Next to this, there are two paradoxical characteristics that construct Xena as a female 

warrior: her toughness and her insecurity. Fanfiction offers the possibility to display a stream 

of consciousness25 (or modes of narrations resembling it) in a way television cannot. This 

technique is used quite a lot in the fanfiction to represent the insecurity and vulnerability of 

Xena. This side of Xena’s character gets much more attention in the fanfiction than it does in 

the series. This is especially the case with respect to Xena’s insecurity when it comes to 

Gabrielle, and how she should behave towards her in order not to hurt her. This element is 

highlighted especially in the fanfic that is episode related, when a scene of a particular 

episode is the starting point of the fanfiction story. The story ‘Been There, Done That, 

Revisited’ is, for instance, based on episode 3.2 ‘Been There, Done That’. In the television 

episode Xena and Gabrielle are trapped in a town in which the same day repeats itself over 

and over again. Xena is the only one who realises this, and she has to solve the problem. 

While the television episode focuses on Xena’s task, the fanfiction story focuses on Xena’s 

feelings of insecurity regarding the town’s predicament and whether she will be able to solve 

it, more importantly, it focuses on Xena’s feelings for Gabrielle: 

 

What if Gabrielle didn’t want the kind of love she offered? There is a nobility in 

requited love, but unrequited love only makes the lover appear ridiculous. She 

shuddered at the image of herself holding her torn and bleeding heart out to someone 

who didn’t want it. But even more than the humiliation of rejection, Xena feared the 

inevitable change in their relationship. […] Xena crossed her arms on the table in front 

of her and lay her head down on them. She could have burst into tears, but for the fact 

she was in a public place. 

(Wilson, n.d., retrieved October 2005, p.9) 

 

Apart from her insecurity, her toughness is stressed throughout the fanfiction as well. It is 

emphasised through Xena’s physical fitness, as well as through her ability to overcome her 

body through sheer willpower. In, for instance, the Dar and Kerry über stories, Dar (read: 

                                                 
25 “Stream of Consciousness is the name applied specifically to a mode of narration […] employed by authors to 
communicate the inclusive state and process of consciousness in a character” (Abrams, 1999, p. 299). 
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Xena) is a computer specialist with a black belt in karate, who is able to stay awake for over 

30 hours, can work through a migraine attack, and at the same time is still the sharpest person 

in the room (Good, n.d., retrieved October 2005). 

In the fanfiction, characteristics that are considered feminine, such as vulnerability and 

insecurity have more room, but at the same time, features that are considered masculine, such 

as Xena’s physical toughness, are enhanced.  

 

 
Xena as the ‘Beautiful Babe’ 

 
Gabrielle: “By the gods.” 
Xena: “What is it?” 
Gabrielle: “You are beautiful.”  
Xena: “u-huh, and you are drugged.” 
(1.19 ‘Altered States’)  
 

 

 

(www.xenafan.com) 

 

Television Series 

In the previous section, I pointed out that a woman warrior’s feminine features must be 

stressed, otherwise she is either portrayed as unnatural or her warrior role is downplayed 

(MacDonald, 1987, p7). I also mentioned that Xena does not necessarily portray any of those 

feminine features; she does, however, adhere to Western female beauty norms. In this section, 

the tradition of heroines that are portrayed as beautiful will be related to the character of 

Xena; the way she adheres to this tradition, but also the ways in which X:WP parodies it, will 

be addressed. Finally, the ambiguous images in which this results will be examined. 

Xena is presented as beautiful: a young woman with long black hair, piercing blue 

eyes, dressed in a short sleeveless leather dress, and portrayed as sexually alluring: she has 

men flirting with and falling in love with her constantly, even Ares (the god of war) wants 

Xena to become his bride. As is the case with most heroines in action programmes, her 

physical features and attractiveness are stressed. The main casting director of X:WP has 

acknowledged that the perceived attractiveness of the actress played a part in the casting of 

the character: “I was auditioning ‘babe-ish’ women who looked like they could also be 
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warriors as opposed to anorexic princesses” [emphasis added] (in Weisbrot (Ed.), 1998, p. 

43).  

Xena is not the only heroine who adheres to beauty norms. In the book Though Girls, 

Sherrie Inness has explored the representation of tough women in popular American media   

from the 1960’s onwards. According to her, warrior women are almost always portrayed as 

sexy, the so-called ‘chick in a brass bra’26 representation. She recognises the influence of the 

‘chick in a brass bra’ tradition in X:WP, since it upholds the two main features of this 

tradition: it also depicts its hero, quite literally, in a brass bra, and she is presented as sexually 

alluring for men. Yet, Inness also recognises that Xena does not fit this mould comfortably 

(Inness, 1999, p. 166).  “The chick in a brass bra often appeared in earlier texts only to justify 

the super-virility of a male hero. […] In this fashion, Xena: Warrior Princess looks back at 

the old tradition of the chick in a brass bra and, relying on much of the imagery associated 

with this character, rewrites her in a fashion appropriate for the post modern 1990s” (Inness, 

1999, p. 166). This leads to an open text that represents two visions. On the one hand, the 

sexual attractiveness of its heroine is maintained. On the other hand, X:WP places its action 

heroine’s attractiveness in a post-modern self-reflexive framework of parody. This is 

exemplified in the episode 2.15 ‘A Day in the Life’. A man named Howard has fallen in love 

with Xena. The latter discusses this problem with Gabrielle: 

 

Gabrielle: “Another one has fallen for you.” 

Xena: “Again. Why does this always happen?” (questioning look) 

Gabrielle: “The blue eyes, the leather. Some guys just love leather.” 

Xena: “I think a wardrobe change is in order.” 

Gabrielle: “You could wear chain mail.” 

Xena: “Yeah, but I think that would just attract a kinkier group.” 

Gabrielle: You’re probably right.”  

 (5.12 ‘A Day in the Life’)  

 

The scene ends with Xena and Gabrielle laughing, followed by a shot of Howard picking a 

flower for Xena. Later in the episode, the camera follows his gaze, as he looks at Xena. The 

audience sees her (through Howard’s eyes) from a distance, she is walking in slow-motion 

                                                 
26 According to Inness, the ‘chick in a brass bra’ term was introduced by science fiction writer and critic Gregory Feeley. The 
archetype itself dates from 1916, when writer Burroughs created the character Thuvia, Maid of Mars. Ever since, ‘the chick 
in a brass bra’ has been the archetype for women warriors in popular media (Inness, 1999, p.164).  



 56 

while she shakes her hair that is still wet from a bath she took earlier. This scene and episode 

are clearly filmed as a parody of the ‘sexy heroine’. First, Xena and Gabrielle themselves 

refer to the ‘chick in a brass bra’ clothing style of Xena and how men always seem to fall for 

this Later, the gaze of a love-sick Howard is followed and the viewer sees the way Howard 

sexualises Xena. Contrary to tradition this does not diminish her position, nor is she in the 

least interested in him. The imagery of the stereotype of the alluring woman is imitated, but it 

is filmed completely over the top in a comic episode. Furthermore, the scene is not filmed in a 

traditional way, because the heroine herself is self-reflexive regarding her own beauty and not 

in the least interested in the attention she receives.  

 X:WP does not only parody the ‘chick in a brass bra’ tradition, the idea that heroines 

should uphold their beauty at all times is undermined as well. In the comic episode 4.4 ‘In 

Sickness and in Hell’, Xena and Gabrielle both suffer from bodily discomfort: Xena has lice, 

Gabrielle has fungus, and both end up having diarrhoea. These representations of decay can 

be linked to the idea of the grotesque. According to Andermahr, the grotesque is invoked to 

suggest the female body as excessive and open versus the closed and discrete body of the 

implicit male in misogynist texts (Andermahr (Ed.), 1997, p. 91). Grotesque images are thus 

typically used against heroines. As Mary Russo states: “The grotesque body is the open, 

protruding, extended, secreting body” (Russo, in Andermahr (Ed.), 1997, p.91). It is obvious 

that the bodies of both Xena and Gabrielle can be interpreted in such a manner. It is, however, 

not used against them but they rather use their physical state of being as a weapon against 

their (male) enemies; it certainly is not something that stops them from their mission. Russo 

also mentions that there are several ways in which images of the grotesque can be used, one 

of them is comically, in which there is reference to the subversive influence humour can have, 

and the way this destabilises notions or normalicy (cf. Russo, in Andermahr (Ed.), 1997, 

p.23). In this episode the notion of the grotesque feminine body functions as a parody of the 

traditional (male) warrior as a discrete and able-bodied person; at the same time, it subverts 

the notion of attractiveness the female warrior is supposed to uphold as a precondition for her 

toughness.  

 Even though X:WP parodies the ‘chick in a brass bra’ tradition and the idea that 

heroines should uphold their beauty, I nevertheless agree with Inness’ conclusion that, “as a 

long-legged, raven-haired beauty, Xena does not challenge the idea that a heroine should be 

gorgeous” (Inness, 1999, p. 174). It is only in some of  the comic episodes that Xena’s beauty 

is ridiculed and parodied; in most of the other comic and in all the dramatic episodes Xena is 

presented as a beautiful heroine. This results in a combination of contradictory and ambiguous 
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images. The best illustration of this can be found in episode 2.11 ‘Here She Comes… Miss 

Amphipolis’, in which Xena infiltrates a beauty contest to prevent a murder from happening. 

Xena is very much against beauty contests, as is shown by the following quote, where both 

she and Gabrielle scold the man who has organised it. 

 

Xena: “Beauty contest? You sent urgent word for us to come and see some     

underdressed, over-developed bimbos in a beauty contest? 

         Salmoneus: “Pageant, it’s called a pageant.” 

Gabrielle: “Contest, pageant. It’s a feeble excuse for men to exploit and   

degrade women.” 

          (2.11 ‘Here She Comes… Miss Amphipolis’) 

 

On the one hand audience members hear these statements, but on the other they nonetheless 

see all these ‘underdressed’ women participating in this contest. As Helford states, “the non 

feminist viewer who praises X:WP for its recognition that women should always be sexy         

( (…) heroic or not) and the feminist viewer invested in seeing a strong and independent 

woman may overlap in their readings of the text” (Helford, 2000, p. 139). 

 

Fanfiction 

In most of the fanfiction stories Xena’s beauty is even more emphasised than in the television 

series. It is also taken more seriously: the fanfiction does not question Xena’s beauty, parody 

it, or even subvert the notion that heroines should be beautiful. In the fanfiction, Xena’s 

attractiveness is almost always enhanced. One of the most striking examples can be found in 

the story ASDITLOASVLSB27. In the television episode 2.15 ‘A Day in the Life’ there is a 

scene in which Gabrielle and Xena share a bath. This fanfiction story repeats that scene, with 

the difference that it is described from the perspective of the soap bar. The soap bar describes 

Xena, right before she enters the bathtub: “She was simply breathtaking. There are no words 

to describe the impression of absolute perfection this woman made. A woman which even 

Aphrodite couldn’t envy, because she simply has to acknowledge the other one’s superiority” 

(Tara, n.d., retrieved October 2005, p.2). Xena’s beauty is highlighted throughout this story. 

  

                                                 
27 ASDITLOASVLSB is an abbreviation of ‘A slippery day in the life of a somehow very lucky soap bar’. 



 58 

In the television series, Xena’s attractiveness and beauty are stressed through visual 

representations. The medium fanfiction lacks this visual component. Nonetheless, fanfiction 

writers base their character depictions on those of the original. References to Xena’s outward 

appearance are also made to indicate to the reader that she is reading X:WP fanfiction. Three 

canonical references to Xena’s character are: Xena’s piercing, blue eyes, her long raven-black 

hair, and Xena’s deep and low voice.  

Especially in the über28 fanfiction these three outward characteristics denote that the 

main character is indeed Xena (or an incarnation of Xena). An example from ‘The Cabby’, an 

über story in which Jenna Alexis (read: Xena) is the passenger during a taxi ride. The story is 

told through the perspective of the chauffeur.   

 

I turned in the front seat, my arm resting along the bench, and looked at my new 

companion. “Where to?” I asked. “Just drive.” Came the low, velvety reply. I could 

not see her face; she was staring out the rain-slicked window, her profile shielded by 

her long, dark hair that hung around her head in thick, wet strands. […] Finally she 

looked at me. My breath caught  as I met her gaze through the mirror. She was 

beautiful with chiselled features, and the most incredible blue eyes I’d ever seen. 

(Pritekel, n.d., retrieved October 2005, p.1-2) 

 

Next to these canonical references to Xena’s outward appearance, the female chauffeur in this 

quote also refers to Xena’s beauty. The point of the above example is that although Xena’s 

beauty in the fanfiction might not be overall visually present as in the television series, since 

there are no visual signs, it is, nevertheless, constantly stressed and has an important role in 

the construction of Xena as a fanfiction character.  

The representation of Xena as a ‘beautiful babe’ in the fanfiction does not differ 

significantly from that of the television series. There is one revision though; in the television 

series it is mostly male characters that are attracted to Xena, while in the fanfiction, Xena is 

seen as attractive through the eyes of men, but more prominently and frequently through the 

eyes of other women.  

 

 

                                                 
28As was mentioned in chapter two, über stories  do not take place in the original Greek setting and ancient Greek times of 
X:WP, but they can have any setting and timeline the writer chooses. Furthermore, the names of the main characters are often 
changed as well. It is in this genre that references to canonical aspects of the character are an important aspect to denote, to 
other fans, which original programme and characters are meant. 



 59 

Xena as a White Warrior Princess 
 

From Xena’s past: Alti (to Xena):  “You 
wanna know what they are. Your friend you 
told me about, (…) her powers come from 
denial, from self-sacrifice, from the light. 
That’s not for people like you and me. I wanna 
tap into the heart of darkness, the sheer, naked 
will behind all craving, hatred, and violence. 
(…) Help me, and I’ll make you, ‘Destroyer of 
Nations’.” 
Present time: Xena: “Gabrielle, I’m entering a 
world of darkness I promised myself I’d never 
return to.” […] Xena:  “Gabrielle, you were my 
light. But I just  realized what it was that you 

(www.xenafan.com)        gave me, a light  of my own. ”   
          (4.10 ‘Adventures in the Sin Trade –Part 1’)
  
Television Series 

Overall, X:WP has created a new kind of female warrior with Xena. It has used, changed and 

resisted archetypical imagery of the heroine as well as of the male warrior, and a strong 

female hero with authority and independence has arisen. Despite this, the show adheres to one 

of the strongest stereotypes about the tough hero. As Inness formulates: “Xena supports the 

longstanding tradition in American culture that the tough hero, with rare exception, should be 

white” (Inness, 1999, p.176). Not only is Xena white, her companion and most important co-

warrior Gabrielle is white as well.  

Richard Dyer has researched the representations of whiteness29 in contemporary 

popular film. In ‘White’ he argues: “this property of whiteness, to be everything and nothing, 

is the source of its representational power. […] White domination is reproduced by the way 

that white people colonise the definition of normal” (Dyer, 1993,  p.142). Dyer basically 

argues that the invisibility of whiteness, masks it as a category, it is seemingly nondescript yet 

the norm simultaneously. This makes it difficult to see whiteness as a construction and 

analyse it as such. Nevertheless, in the Western discourse “there are inevitable associations of 

white with light and therefore safety, and black with dark and therefore danger” (Dyer, 1993, 

p. 127). Dyers mentions that the consequence of this line of thought - whiteness as goodness 

and blackness as evil - is naturalised in everyday discourse. It becomes disconnected from 

ethnic power relations and becomes unrelated to ethnic difference (Dyer, 1993, p. 127). 

                                                 
29 According to Andermahr, ‘Whiteness’ is “a term which makes white people visible to themselves as a racialized category” 
(Andermahr (Ed.), 1997, 236). In this thesis, I will also use the term ‘whiteness’ as such. 
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This holds true for the category of whiteness in X:WP as well. Even though it remains 

difficult to unmask the role of whiteness in the construction of Xena as a warrior, there are 

strong indications that ethnic markers are used to display the difference between ‘good’ and 

‘evil’. Whenever Xena refers to her past, the words ‘evil’ and ‘dark’ are used synonymously. 

Furthermore, the blonde haired and white skinned Gabrielle is frequently referred to as the 

‘light’ of Xena’s life, as seen in the quote at the beginning of this section. Sometimes Xena’s 

evil side resurfaces in the present storyline, and then it is always referred to as her ‘dark’ side. 

In  2.20 ‘The Price’, Xena and Gabrielle face a ‘barbaric’ enemy, namely ‘the Horde’. Xena 

and Gabrielle run into a group of butchered white men from the Athenian army, right before 

being attacked themselves. They take refuge in the army base and Xena becomes the leader of 

the army. Her plan is to defeat the horde by killing them all, in the process reverting to her old 

and ‘dark’ self. This is visualised by Xena’s slightly changed appearance: her features are 

darkened and she has smudges of dirt on her body and clothing. Gabrielle is not comfortable 

with Xena’s change, especially not with her strategy to kill  an entire tribe of humans. She 

confronts Xena: 

 

  Gabrielle: “Who are you, Xena? What happened to the Xena I know?” 

Xena: “That Xena can’t help us now. If losing her is the price for saving us all, 

I’ll pay it. It’s just a part of me I didn’t think I’d need any more.”  

(2.20 ‘The Price’) 

 

Xena had hoped to not need her ‘dark’ side anymore. When, later on, Gabrielle fetches some 

water, one of the members of the Horde is nearby and keeps repeating the word “khaltacka”. 

The Athenian soldiers assumed that it was the name of their god of war, but Gabrielle figures 

out that it means water, and that the wounded horde members were just asking for water. 

Gabrielle defies the ‘dark’ Xena and gives these men the much needed water, which leads to a 

direct truce. Xena realises that she has given in to hate and has almost become ‘barbaric’ 

herself. The Horde is still perceived as evil but it is acknowledge that they have ‘a code of 

honour’ of their own. On the one hand, Xena is drawn into the parallel in which her evil and 

murderous tendencies are directly associated with darkness, and it is the white woman 

(Gabrielle) who is the only one who is able to bring Xena back to her good self. On the other 

hand, the explicit message this episode advocates is that appearances can be deceptive. As 

was seen before, in X:WP ambiguous and even contradictory representations are visible.  
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It is not only in Xena’s character that ethnic markers are used to denote good and evil; 

it is also a frequently invoked strategy to denote the role of the extra characters. I would like 

to focus on this for a moment because it shows the ambivalent discourse around ethnicity the 

programme displays. 

A recurring image used to portray a group of people as evil, is to blacken their 

features. In 6.6. ‘The Abyss’, Xena and Gabrielle run into a group of cannibals, who capture 

Gabrielle in order to eat her. They are represented as utterly barbaric: they have no respect for 

human life, they do not speak an understandable language but make animal like sounds, and 

their features are blackened. They wear black wigs, dark animal skins as clothing, and they 

have black smears of paint on their faces and bodies. Simultaneously, the masses that need 

protection by Xena are usually simple farmers or innocent civilians and the sphere of 

innocence around this group of lower class people is enhanced by their visual depiction: their 

features are ‘whitened’, their clothes are clean, they are white skinned, and they have light 

hair. It regularly occurs that there is a blond, white and young child that is to be the victim of 

the attackers, and Xena has to rescue this child at the last moment. This image is invoked to 

further emphasise the innocence of the villagers. 

 Contrary to these implicit racist representations, the programme explicitly advocates 

messages against ethnic discrimination. Producer Rob Tapert, for instance, has been adamant 

that Xena’s first love-interest in the programme was to be played by a black man, even though 

the network preferred a white actor (Weisbrot, 1998, p. 41).  

The representations of ethnicity in X:WP are quite ambivalent. It is clear that 

whiteness is the implicit norm, visible through the ethnicity of the main characters. It has also 

become obvious that X:WP uses ethnic markers to indicate the ethic position of the character: 

X:WP echoes the racist Western discourse where dark and evil (and light and good) are used 

interchangeably. Xena’s evil past is related to her ‘darkness’, Gabrielle’s virtues are referred 

to as the ‘light’ that saves Xena. Contrary to this are the explicit messages of X:WP, in which 

ethnic discrimination is condemned. 

 

Fanfiction 

Just as is the case with the element of beauty, the element of ethnicity is also more difficult to 

‘see’ in the fanfiction compared to the television series, due to the lack of visual markers. This 

is not the only similarity between the previous section and this one: just as in the 

representation of beauty, the representation of ethnicity in the fanfiction is not significantly 

different in relation to the series. There is an implicit norm of whiteness, the connotation 
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between dark and evil, and good and light is present in the construction of Xena, as well as of 

other characters. Yet, the explicit message found in the fanfiction is also to condemn 

discrimination and advocate ethnic diversity. 

First, the main characters in the fanfiction are white as well. Obviously Xena and 

Gabrielle are white in the fanfiction; I have not encountered one fanfiction story in which the 

ethnicity of the main characters has been rewritten. It would most likely be considered severe 

character breach to do so. There are, however, strong indications that the implicit norm of 

whiteness is upheld concerning most of the recurring characters: the ethnicity of characters is 

only explicitly mentioned when it is non-white. There is one exception to this rule, in the 

‘white trash’ series the white ethnicity of the characters is explicitly mentioned, but only in 

relation to the low class position of the characters (Darkbloom, n.d., retrieved May 2007).  

In relation to the construction of Xena’s character, the interchangeable use of the 

words ‘evil’ and ‘dark’ is visible as well, just as Gabrielle is referred to as the ‘light’ that 

saved Xena. In the ‘conqueror’ genre, Xena’s dark past even is the focus of the narrative. In 

these stories the evil Xena meets Gabrielle; this encounter has such an impact on Xena that 

she changes and becomes a good person. It is this genre in particular in which Gabrielle is 

portrayed as light and good (she usually plays a vital part in the resistance movement against 

Xena’s dictatorship), and in which Xena is portrayed ‘as dangerous as night itself’. In these 

stories the ethnocentric discourse is stronger than in the television series. 

In the fanfiction the interchangeable use of the words ‘dark’ and evil, and ‘white’ and 

good can also be found in relation to the other characters. In the über30 story Dar and Kerry  

‘Tropical Storm 2’, one of the main characters Kerry (read: Gabrielle) is sitting in her car, 

having a telephone conversation, when the following happens: 

 

A motion caught her eye, and she glanced out of the windshield, which was fogging a 

little from her breath. “Um.” The group of shadowy forms had switched doorways, 

and were now just opposite her. “Maybe you better call the police instead.” “Why?” 

Dar’s voice sharpened.  “Oh.. my god...” Kerry ducked as the bat hit the windshield, 

scattering glass over her body. Hands reached and grabbed her, and the cell phone was 

torn from her grasp. She twisted, hearing Hispanic curses, and gasped as fingers 

gripped her upper arm, dragging her toward the shattered windows. [emphasis added] 

(Good, n.d., retrieved October 2005. p.18)   

                                                 
30 Idem footnote 10. 
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This quote serves to indicate that references to ethnicity are usually only made in case of non-

white ethnicity, and most often mark a person as ‘other’. In the above case it is the evil other, 

but more often a non-white ethnicity is connected to low class. Also in the Dar and Kerry 

stories, Dar (read: Xena) is a vice-president of a computer company. The only people whose 

ethnicity is explicitly mentioned, are those who hold low-prestige jobs in the company. There 

are, for instance, references made to the Cuban origin of the cleaners, but none whatsoever to 

the origin of the other vice-presidents. Their white ethnicity surfaces through references of 

other physical features, such as their brown hair and blond eyes et cetera.  

Dar’s secretary is called Maria. When she first appears in the story, her ethnicity is not 

specified, and she speaks English fluently. A few chapters later, however, she is referred to as 

being Cuban, and all of a sudden her English is a lot less fluent and it is given a Spanish 

accent (Good, n.d., retrieved October 2005). These examples serve to indicate that there is an 

implicit discourse in the fanfiction, in which whiteness is the norm, and a non-white identity 

is used to ‘other’ the person: it is either used as a marker for a low-class position or to depict 

the person as evil.  

 At the same time, the explicit message in the fanfiction is that one should not 

discriminate. Consider another example from the Dar and Kerry (Eye of the Storm) stories. In 

chapter nine, Dar (read: Xena) is talking to one of the more important clients of the company, 

who does not feel happy with the company’s diversity and she defends it: 

 

“I don’t think we’ll be comfortable dealing with you.” He interrupted. “And even if 

that were not so, your bowing to foreign culture here is something we find very 

upsetting… Mrs. Roberts, do you realize a good portion of your employees do not 

speak English in the workplace?” Dar felt her nostrils flare. “Mr. Evans, fifty percent 

of our employees have something other than English as their native language, based on 

the fact that they are citizens of another country.” […]   “We find that..” He never got 

to finish. Dar stood up, and came around the desk, cold sparks flashing in her pale 

eyes. “Do you know what I find offensive? “She growled, leaning on her desk. “I find 

your small-mindedness offensive, Mr. Evans. So I’ll tell you what… I’ll call down to 

our marketing group, and we’ll just call this little arrangement off, all right?” (Good, 

n.d., retrieved October 2005, p.5)  
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In this scene Dar (still read: Xena) openly fights bigotry. I have specifically chosen to use 

three examples from the Dar and Kerry series, because it exposes the stark contrast between 

the explicit message against discrimination, and the implicit racist ethnocentricity in the 

fanfiction, similar to that of the television series. 

   

Conclusion 

In this chapter, three central representational aspects that contribute to the construction of 

Xena as a warrior have been analysed. The portrayal of Xena as a woman, a ‘beautiful’ 

woman, and a white woman.  

In both the television series and the fanfiction, the construction of Xena as a female 

warrior is an important cornerstone of the narrative. In X:WP, the focus is on Xena as a 

warrior in a genre that has traditionally been reserved for male heroes. Though Xena adheres 

to many of the classic characteristics, X:WP also uses elements of parody to question what it 

means to be a hero and/or heroine. Inness, argues that, “despite its shortcomings, Xena: 

Warrior Princess still shows a hero who makes viewers recognize that women can be just as 

tough as the boys, while questioning what it means to be tough” (Inness, 1999, p.176). The 

shortcomings Inness refers to are  Xena’s beauty and skin-colour. Xena is represented as 

sexually alluring, even though the tradition of the ‘chick in a brass bra’ is at times parodied. 

Another shortcoming is the implicit norm of whiteness present in the construction of Xena’s 

character, past and present. The portrayal of Xena as beautiful and white highlight the 

ambiguous and contradictory representations X:WP displays.  

In the fanfiction, however, it is not these ‘shortcomings’ that are rewritten. It is rather 

the other way around, Xena’s perceived beauty is made more important, with the difference 

that female characters find Xena attractive in the fanfiction. Furthermore, the idea that the 

heroine should be beautiful is not parodied at all.  

Even though the fanfiction shows explicit messages that express disapproval of 

discrimination, the implicit white norm and racist discourse is omnipresent as well. There is 

even a whole genre ( ‘conqueror’) that takes the ‘dark’ Xena as its starting point, without 

questioning or reflecting upon the discourse in which  the words ‘dark’ and ‘evil’ are used 

interchangeably. Furthermore ethnicity is used as an indicator for a character’s low-class 

position or bad intentions. 

 The main difference in the construction of Xena as a warrior is related to her gender. 

In the fanfiction there is more room for Xena to show features that are considered to be 

feminine, such as insecurity; on the other hand her warrior qualities, such as toughness, are 
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magnified in the fanfic stories. In the fanfiction, she becomes even more of an ultimate hero, 

because her fight for a good cause is translated into the fight for a feminist cause. Xena ‘s 

quest is rewritten into a feminist quest.  

It is noticeable that the strongest rewritings are found on the identity marker of gender. 

In a larger context of discrimination, ethnicity does play a role, but discourses are not 

rewritten. Class is not a very present marker in either the television series or the fanfiction. 

Xena has been given the title ‘princess’ which indicates a high class status, but she comes 

from a small village and her mother is an innkeeper. In the fanfiction, class is only addressed 

in relation to other identity makers, as mentioned, low-class and non-white ethnicity are a 

much used combination.31 Bearing in mind that fans focus on those elements of the stories 

they can relate to their own lives, and that rewriting can be used as a way of empowerment, it 

is clear that the white, female, upper class fanfiction writers mainly focus on the 

representations of gender. The representations of gender are rewritten in such a manner that 

Xena becomes the ultimate hero: she is tough, independent, beautiful, and she fights for 

women’s rights.  

In the next chapter, Xena’s relation with Gabrielle will be analysed, preceded by an 

introduction to Gabrielle’s character.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
31 Next to, gender, ethnicity and class there is also the representation of sexuality; this will be addressed in the next chapter.  
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Chapter 5: Gabrielle and the Relationship between Xena and Gabrielle 

 
Cyrene: “All I want is for you to have a family Xena.” 
Xena: “I have a family, I’ve got Gabrielle, I’ve got Joxer and as much as it pains me to 
say it, I’ve got you. This child’s life will be filled with more than enough love.” 
Cyrene: “Still that doesn’t replace a father.” 
Xena: “For crying out loud what century are you living in!?” 
What follows is Xena and the amazons present in the bathhouse, singing ‘Sisters are 
Doing it for Themselves’ to Xena’s mother. 
(5.10 Lyre, Lyre, Hearts on Fire) 

 

Next to Xena’s quest to save the world, the friendship between Xena and Gabrielle is a 

cornerstone of the narrative in  X:WP. This relationship will be the focus of this chapter.  

It is relevant to research this theme because X:WP has been one of the first action 

adventure television series in which both the main characters are women. More importantly, 

both women are (or become) independent and autonomous human beings. Since, “female 

independence inevitably threatens the male’s quest and his identity as an autonomous 

individual” (Early & Kennedy, 2003, p.2), a programme in which both the main characters are 

independent women, might display a new kind of gender discourse in the action adventure 

genre. 

Before the relationship between the two characters will be analysed, the second main 

character, Gabrielle, will first be introduced and examined.   
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Introducing Gabrielle 

 (aka ‘the babbling bard from Poteidaea’, the sidekick’ and ‘the irritating blonde’) 

 

                                                                                     
Gabrielle: “I'm the sidekick. You go ahead, Xena, I'll 
walk ten paces behind your horse.” 
(6.13, ‘You are There’)  
 

 

 

 

(www.xenafan.com)  

(www.ausxip.com) 

 

 

Television Series  

Although X:WP clearly centralises Xena (after all, the show is called Xena: Warrior 

Princess), Gabrielle is one of the two main characters, and she features in almost every 

episode.  

She presents herself to Xena (and the audience) in the first episode. A group of girls 

has been  kidnapped by a warlord and Gabrielle is the only one who dares to stand up against 

him. This almost gets her killed; luckily Xena rescues the girls and brings them home. 

Gabrielle is immediately taken by Xena’s courage, strength, independence and adventurous 

lifestyle. Gabrielle herself lives in a small farmer village and is betrothed to a man named 

Perdicus, but she had already decided that village life and marriage are not her cup of tea. 

With Xena’s arrival, Gabrielle has found the perfect opportunity to escape from the plans her 

family members have made for her: Gabrielle is determined to travel alongside Xena in the 

future. The following quote is one of the first conversations between Gabrielle and Xena, 

Gabrielle tries to convince Xena to agree with her plans: 

 

Gabrielle:  “You've got to take me with you, and teach me everything you 

know. You can't leave me here." 

  Xena: "Why?" 

  Gabrielle: "Did you see the guy they want me to marry?" 

  Xena: "He looks like a gentle soul, that's rare in a man." 



 68 

Gabrielle: "It's not the gentle part I have a problem with. It's the dull, 

stupid part. Xena, I'm not cut out for this village life. I was born to do so 

much more." 

(1.1 ‘Sins of the Past’) 

 

Xena reluctantly gives in and allows Gabrielle to follow her. This is the starting point of their 

friendship, and they become almost inseparable. Gabrielle participates in almost every 

episode, sometimes the plot evolves around her.  

 So far, I have mentioned Gabrielle’s importance for the narrative of X:WP, and her 

point of entrance into the programme. In this section I will, furthermore, address her outward 

appearance and how this is related to her character development, followed by Gabrielle’s 

main functions in the narrative. 

As was established in chapter four, one of the abiding stereotypes in television 

programmes is that its hero should be white. This norm of whiteness is established in X:WP as 

well and confirmed by the character of Gabrielle, who is also white. In the first season 

Gabrielle’s other outward features are: long red hair, green eyes, and she wears a blue blouse 

and brown skirt that cover most of her body. As the programme progresses, so do her 

features: at the end of the first season she wears a short skirt and green top. Her skirt is 

shortened and becomes more revealing each season, as does her top. Halfway through the 

fourth season, she starts wearing an even shorter skirt and top; her haircut is changed as well, 

where it was red-blond and long before, it is now blond and cut short.   

Just as her outward appearance slowly transforms so does her character. In the 

beginning, she is a naïve but brave young girl with a strong sense of justice, she is cheerful, 

chatty, and a bit clumsy at times. Gabrielle does not always fully comprehend the 

consequences of her actions, however well intended, and she usually gets into more trouble 

than she bargained for. Hence her most uttered line, used when she desperately needs 

somebody to come to the rescue,  “Xenaaaaaaaaa!” (1.07 ‘The Titans’, and many others).  

Her character development goes hand in hand with her change in outward appearance. 

From a gullible girl she slowly changes into a headstrong, independent woman; she keeps her 

sense of justice and courage, but she loses her naïveté. A catalyser of this process is her 

encounter with the Amazons, which can be seen as Gabrielle’s first ‘rite of passage’, and 

which takes place in the first season. The Amazons teach Gabrielle how to fight, and she 

becomes physically less dependent on Xena. Next to this, her attire changes; this is the first 

moment when her clothes become more revealing, she starts wearing the green top and short 
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skirt. This signals a loss of innocence and highlight her female bodily features: Gabrielle 

starts to be represented as a sexually attractive girl. This idea is further underpinned, since it is 

around this time that she marries as man.32 The fulfilment of this first ‘rite of passage’ is 

symbolised the moment Gabrielle becomes an Amazon Queen: she has become a woman  

who is independent, courageous, and capable of making her own decisions. This first ‘rite of 

passage’ also signals an upward mobility when it comes to Gabrielle’s class position. She 

originally comes from a small village and a farmer family, a position from which she fled 

because it harmed her development and kept her dependent. Gabrielle’s newfound class 

position, as an Amazon Queen, is a precondition necessary to signal her  physical 

independence, which is presented as a positive and necessary development.   

The second ‘rite of passage’ Gabrielle undergoes takes place in India, in the fourth 

season. Physically signalled by her haircut change – her hair  is cut short and changes colour –  

from red to blond, this is the beginning of a period in which Gabrielle becomes more of a 

leader and starts taking control of the missions she and Xena try to accomplish. However, this 

is also the start of a period in which she leaves her cheerful nature behind. Gabrielle starts to 

seriously doubt some of the choices she has made; there is even a period in which she stops 

fighting altogether. The moment she gives up her pacifism can be perceived as the fulfilment 

of her second ‘rite of passage’. Gabrielle consciously makes the decision that her life goal is 

to stay with Xena. She has come to the realisation that travelling alongside a warrior such as 

Xena means that the use of violence will be an integral part of this life. The following quote is 

the first conversation between Xena and Gabrielle, after Gabrielle has renounced pacifism, 

and killed somebody in order to save Xena:  

 

            Xena: "I made you leave the way of love. [Whispers] It was my fault." 

Gabrielle: "I had a choice; to do nothing or save my friend. [Whispers]  I chose the 

way of friendship." 

(4.21 ‘Ides of March’) 

 

Though both Gabrielle’s character and appearance have undergone considerable changes, her 

position and role in the narrative do not change significantly throughout the seasons. In X:WP, 

Xena’s position is that of a warrior on a quest for redemption, Gabrielle’s position is that of 

                                                 
32 This marriage lasts only a day, since Gabrielle’s husband is killed. The marriage itself has no other significant relevance to 
the narrative; it is mentioned here to indicate she has become sexually active and therefore lost her innocence; this has led to 
a change in the representation of the character of Gabrielle, inward as well as outward. 
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an adventurous bard who tries to make the world a better place. Her function is twofold; first, 

she offers Xena unconditional friendship, thereby changing the story of the lonesome and 

tough hero into a narrative in which friendship and female bonding are preconditions for 

heroic behaviour. Second, and closely related to this, is Gabrielle’s function to keep Xena on 

a ‘straight’ path. Xena has the tendency to lose herself to her old an evil warrior ways, and 

Gabrielle is the only one who can keep Xena away from the ‘dark’. In the programme, 

numerous references to Gabrielle’s role as ‘Xena’s saviour’ are made. Sentences such as 

“Gabrielle, you are the best thing in my life” (4.21 Ides of March), are frequently uttered by 

Xena. 

Gabrielle’s omnipresence in Xena’s life as well as in X:WP creates a situation where 

the heroic position of the main character is compromised by the high moral of the second 

character, as well as by Xena’s own flawed past. Fiske has studied the role of television 

characters and has mentioned that “heroes are socially central types who embody the 

dominant ideology, whereas villains and victims are members of deviant subordinate 

subcultures who thus embody the dominant ideology less completely, and may, in the case of 

villains, embody ideologies that oppose it” (Fiske, 1987, p. 9). In relation to X:WP, I would 

like to argue that the dominant ideology is spread over the characters of both Xena and 

Gabrielle. Xena’s heroism, intelligence, sexual attractiveness, and physical ability are 

highlighted as positive features. However, her ‘dark’ side, and excessive use of violence 

intertwined with it, are presented as problematic throughout the programme. Gabrielle’s way 

of life, her big-heartedness, braveness, compassion, and distaste for violence and war are 

repeatedly voiced as the more heroic and worthy characteristics. As a result the programme 

displays conflicting discourses related to the embodiment of  ideologies. Nevertheless, Xena 

is the uncontested and ultimate hero of the programme and Gabrielle’s most important 

functions are related to Xena’s role as a warrior. 

 At the end of Gabrielle’s introduction, it can be said that the character of Gabrielle has 

undergone quite some changes throughout the seasons. Whereas she is presented as a naïve 

girl in the beginning of the programme, she becomes a sexually attractive woman who is 

physically and emotionally independent in the latter seasons. She also undergoes a class 

change: she comes from a simple farmer family but becomes an Amazon Queen; in the 

narrative this upward mobility is necessary to signal her new-found position of independence. 

Her main role is to offer unconditional friendship to Xena, and to keep her on a ‘straight’ 

path.  
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Fanfiction 

It is not surprising that the above mentioned features of Gabrielle (whether physical 

appearance or character traits) can all be found in the fanfiction. Nevertheless, there are some 

character traits that are highlighted and others that are parodied in the fanfiction, amongst 

others due to the character development Gabrielle has undergone. 

To begin with the element of parody. Contrary to Xena’s appearance, which is 

parodied in the series but certainly not in the fanfiction, Gabrielle’s appearance is not subject 

to parody in the series but has evoked quite some satire in the fanfiction, specifically her  

steadfast reduction of clothing, and her green top, which gets smaller in each of the four 

seasons she wears it.  

In the fanfiction story ‘The Weakest Link’, the main X:WP characters are candidates 

on the popular English game show ‘the weakest link’. One of the question that game show 

host Anne asks Gabrielle is: “ ‘What does BGSB stand for?’ Gabrielle: ‘Oh yes, that was a 

bard convention of the early fan fiction era; that means bilious green sports bra’ ” (MaryE, 

n.d. retrieved October 2005, p.8). ‘Bard convention’ refers to a convention where fanfiction 

writers come together. In this case the convention members have obviously commented on the 

green sports top Gabrielle has been wearing for about four seasons. Although parodies on 

Gabrielle’s lack of clothing are made, she is not explicitly dressed differently than in the 

television series. Furthermore, these parodies do not indicate a fandom wide resistance against 

representing Gabrielle as sexually alluring. It is rather the other way around, Gabrielle is 

depicted as more (sexually) attractive: in the fanfiction she does not wear the long skirt and 

blouse from the first season but the very short skirt and top from the later seasons, and 

comments about her beauty are made throughout the fanfiction.  

Another character trait of Gabrielle that is highlighted in the fanfiction is her strength, 

physically as well as mentally. In the fanfiction her warrior qualities are emphasised, in this 

sense she has a more equal position in relation to Xena. She holds her own in a fight, and 

regularly fights by herself without Xena’s help at all. As was seen in chapter four, the 

emphasis on beauty and toughness in the fanfiction was also visible in relation to Xena’s  

character. 

In the series Gabrielle’s role is to make sure that Xena stays on the straight path. In the 

fanfiction this role is highlighted and more prominently presented. Gabrielle is made 

responsible for Xena’s redemption and Xena’s success to become and remain a person that 

fights for good causes. There are many references and conversations in fan stories in which 

Xena confesses that she only managed to ‘save her soul’ because of Gabrielle. In the story 
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‘Ocean of Fire’, Gabrielle unconsciously prevents Xena from committing suicide. They have 

a conversation in which they look back at the first time Xena met Gabrielle, right after Xena 

had decided to commit suicide: 

 

 Gabrielle: You were still going to kill yourself? Xena… 

She sits up and scoots closer, looking down at Xena. 

Xena: Yeah. And this scruffy kid [Gabrielle] showed up, and that… changed 

everything. 

Gabrielle: How? I… Xena, all I did was barge in and demand you take me with 

you. [..]  

Xena: Gabrielle, what you did was believe in me. When I didn’t believe in 

myself. You gave me something to live up to. […] I can’t say exactly when. 

Just…one day, I looked across the fire, and I realized I’d found that inspiration 

I’d been searching for. It didn’t matter so much where I went anymore or even 

what I did, as long as you and I did it together. […] You are my hero, 

Gabrielle. I hope you know that by now. (Crist, 2005. p.78-79) 

 

Dialogues with a similar purport are present throughout the fanfiction. 

Two character traits that are addressed in the television series but not always paid 

great attention to are Gabrielle’s courage and compassion. Both Gabrielle’s compassion and 

her willingness to ‘beat the bullies’ are strongly emphasised in the fanfiction, as in one über 

story  ‘Cloning Around at the Polls’. This story takes place during the American presidential 

elections of November 2004, and Xena and Gabrielle are going to vote. First, Gabrielle 

discovers and prevents a group of Republicans who try to obstruct democratic voters. Later, 

some other Republican voters discriminate against women with an Arabic background, 

Gabrielle stands up to the Republicans and helps the two women (Cath, 2004). 

This über story also provides a good indication of the ideological viewpoint of the 

fanfiction community. All the antagonists in the story are Republicans and it is explicitly 

mentioned that Gabrielle will vote for Kerry and Edwards, because Gabrielle is a strong, 

intelligent woman with a truly compassionate heart; she would, therefore, never vote for Bush 

(Cath, 2004). This story was written in October 2004, right before the real-life presidential 

elections in North-America. It seems as if the writer uses fan stories and specifically 

Gabrielle’s compassion as a way to influence voters to vote for the Democrats. This story 

does not stand by itself. I have found more stories in which negative comments towards the 
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Bush administration are being made. These stories offer direct criticism of aspects of 

contemporary societies; even though they might not resist X:WP discourses, they certainly 

write ideological criticism into the fanfiction. 

Third, this example also shows that Gabrielle helps victimised women, in this case 

Arabic women. It  is mostly women, who are on the receiving end of Gabrielle’s compassion. 

This idea can be further underpinned by Gabrielle’s frequent appearance in her role as 

Amazon Queen. Gabrielle’s relation to the Amazon nation is addressed only in a few X:WP 

episodes, while it is one of the more frequent storylines in the fanfiction. More than once she 

is responsible for the survival of the Amazon nation. She is positioned as an honourable 

leader of  a community of independent women. Her quest has also become a feminist quest. 
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The Relation between Xena and Gabrielle 

 
 

   

Xena: “Gabrielle you are the best thing in my 
life.” 
Gabrielle: “I love you Xena.”   
(4.21 ‘Ides of March’) 
 
 

 

 

 

(www.xenafan.com) 

(www.warriorprincess.com)  

 

Television Series 

X:WP centralises the friendship between its two main characters. In this section, I will first 

address the (im)possibility of female bonding in the action adventure genre. Second, the 

development of the relation between Xena and Gabrielle will be sketched, and third, the 

notion of subtext in X:WP will be discussed.  

It is quite rare to have an action adventure story that centralises friendship, certainly 

when it comes to friendship between women. Farwell has analysed traditional narratives and 

argues that female bonding is close to impossible in these quest narratives, because they 

“posit an oppositional and hierarchical relationship of male and female as the foundation of 

both heterosexual and male homosocial or homosexual plots, and as a condition of those 

structural alignments, disrupts or prevents female bonding” (Farwell, 1996, 15). In other 

words, the role of women in traditional narratives has a function only in relation to men and 
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certainly not to other women. As was established in chapter four, X:WP draws heavily upon 

traditional quest stories but rewrites the narrative especially in relation to gender: in X:WP an 

independent woman is centralised. X:WP is even more different from the traditional quest 

narrative, since the only other prominent main character is a woman as well. 

Inness has looked at the few untraditional narrations that do have female heroines; she 

comes to the conclusion that the aloof and cool attitude the heroine is supposed to display, in 

order to be regarded as tough, is considered to be undermined if she engages in  friendships 

(Inness, 1999, p.168). Although Xena does portray typical characteristics of a detached hero, 

who does not engage in idle chit chat, she is not portrayed as the silent enigmatic person 

either, especially not towards Gabrielle, with whom she forms a close friendship.  

In the more dramatic episodes Xena discloses all about her past deeds to Gabrielle 

(represented through flashbacks). Gabrielle listens and gives her own interpretation, but also 

shares her worries and visions with Xena. In the more humorous episodes, the idea of the 

silent hero that cannot engage in friendship is broken down even further. Xena and Gabrielle 

banter about all kinds of subjects: they play word games, Gabrielle tells Xena some of the 

stories she writes; next to this, they are also frequently seen while having fun: they go 

swimming together, take baths, attend the occasional party, enjoy a campfire. This playful and 

talkative relation they share does not undermine Xena’s toughness. It is rather the other way 

around; Xena’s frisky side is contrasted with the dangerous warrior she becomes when she 

encounters her enemies.  

In other words, Xena and Gabrielle bond. X:WP shares many characteristics with other 

narratives of female empowerment and female bonding. Four of those features are mentioned 

by hoogland33, X:WP adopts all of them: socio-economic independence of the women, the 

female sex of (most of) the central characters, the nurturing relation between the female 

protagonist and other female characters, and a ‘liberatory’ conclusion (hoogland, 1997, 18). 

Inness argues that X:WP takes up a unique position in this respect. “Xena shows that 

toughness in women does not have to be antithetical to friendship. The result is a new vision 

of a tough woman hero that emphasizes both her physical toughness and her connection to 

other women” (Inness, 1999, p. 168).  

This does not mean that that the bond between Xena and Gabrielle was instantly 

present. The relationship between the two develops and changes throughout the six seasons. 

In the first few episodes they start to carefully form a friendship, initiated by a headstrong 

                                                 
33 The name of the author is typed without capitalisation, because renée c. hoogland insists on it.  
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Gabrielle who admires Xena and wants to learn as much as she can from her. In this stage 

Gabrielle is dependent on Xena, not only has she never travelled before, but she also finds 

herself in one precarious situation after another, and Xena is the one who has to rescue her. In 

this period, they themselves call their friendship sisterly. Gabrielle stays physically dependent 

on Xena throughout the first two seasons, although it becomes clear that Xena relies on 

Gabrielle more and more as well. Gabrielle stands by Xena’s side unconditionally, regardless 

of her past. This is a new experience for Xena and it is one of Gabrielle’s qualities she comes 

to rely on. On the occasions when Xena is tempted to give in to her dark side it is Gabrielle 

who keeps Xena fighting for the greater good, rather than to conquer the world. The 

programme advocates the idea that Xena can only be the heroine because of the unconditional 

friendship Gabrielle offers.  

This neither means that Gabrielle can always influence Xena’s behaviour, nor that 

their relationship is free from fights and serious ruptures. In the third season, Xena’s son is 

killed by Gabrielle’s daughter, which leads to a breach in their friendship up to the point 

where Xena almost kills Gabrielle. Throughout this season the rupture between them is the 

focus of attention. Gabrielle has given birth to a daughter named Hope. An evil god, however, 

cursed the unborn child so it would become the reincarnation of  ‘pure evil’. Gabrielle, as the 

mother, was the only one that could kill her, and she agreed to do so. At the last moment, 

however, Gabrielle could not kill her own child; instead she put it into a basket in a river, 

hoping it would survive and grow up to be a good person. Gabrielle’s daughter Hope does 

survive but she kills Xena’s son Solan. Xena cannot forgive Gabrielle even though Gabrielle 

does kill Hope afterwards. Their friendship seems to come to an end, symbolised in episode 

3.11 ‘Maternal Instincts’. In the final scene, after Solan’s cremation, Xena and Gabrielle 

literally walk away from each other in opposite directions. The breach between them can only 

be resolved in a musical crescendo in an imaginary land named Illusia, an ‘Alice-in-

wonderland like’ environment, where both learn to let go of their hatred.  

From here onwards, their friendship is the single most important relationship in both 

their lives, even more important than the relation Xena has with her, still living, daughter. 

Nevertheless, it is not an easy one; in the fourth season, Xena is coming to terms with the 

aggressive side she has, and chooses to follow ‘the path of the warrior’. Similarly Gabrielle 

reflects on her life choices and decides to follow ‘the way of love’, which is complete 

pacifism. Eventually she gives this up; living with Xena means the use of violence and she 

accepts this. This period does, however, severely test their friendship. 
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After this period the nature of their relationship changes again. They become 

‘soulmates’. Episode 6.9 ‘Return of the Valkyrie’, shows a story resembling that of the fairy 

tale ‘The Sleeping Beauty’. Gabrielle is fast asleep and protected by an everlasting ring of 

fire. Only her one true soulmate can walk through the fire and wake Gabrielle; everybody else 

will be burned by it. Many men have tried, but failed. It is only when Xena attempts to walk 

through the fire that it extinguishes, and Xena’s chaste kiss awakens Gabrielle. 

From the first season onwards there has always been some speculation on the nature of 

their relationship, more specifically whether they are romantically involved with one another 

or not. Two factors are responsible for this firstly, the show was initially aimed at children 

and families, but it turned out that women, and more specifically lesbian women, formed a 

large viewer group. Secondly, in the first half of X:WP, the show’s dominant representation of 

the relation between Gabrielle and Xena is one of friendship, and both characters are 

occasionally engaged in a heterosexual romance: Xena’s old lovers were all male and 

Gabrielle even got married to a man. Nevertheless, there has always been quite a lot of lesbian 

subtext. This has made it relatively easy to interpret their relationship as lesbian. In, for 

instance, the above mentioned ‘Sleeping Beauty’ example, the meaning of the word 

‘soulmate’ and the transformation of a hetero-normative fairy tale to two women, can be 

interpreted in multiple ways.  

Another more subtle example from the earlier seasons is to be found in episode 2.15 

‘A day in the Life’. As was mentioned in chapter four, a peasant man Howard has fallen in 

love with Xena. He approaches Gabrielle about it, while Xena is fishing. 

 

Howard: “Let me ask you something, Gabrielle. Does Xena ever think about  

settling down and getting married?” 

Gabrielle gives Xena a look, and mumbles “No, she likes what I do.” Howard 

does not quite hear this and Gabrielle turns towards Howard and tells him. “No, 

I don’t think settling down is for Xena.”  

Howard replies: “hmm, maybe she hasn’t met the right guy.” [emphasis added] 

(2.15 ‘A day in the Life’) 

 

The subtext of this scene lies in the sentence “she likes what ‘I’ do”, which may, but does not 

have to be interpreted as a lesbian undertone. This kind of subtext becomes stronger and more 

frequent throughout the seasons. In one of the later episodes ‘Many Happy Returns’, Xena 

rescues a young girl named Genia, who is under the impression that Xena is a goddess. At a 
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certain point, Genia falls down and utters the sentence “Oh, divine presence, as you have 

made yourself manifest, take thy humble servant, Genia, to thy bosom.” While she speaks the 

last words, she pulls herself up by grabbing Xena’s breastplate, inevitably touching Xena’s 

breasts. Xena half pushes her away, looks at her breasts and says, “these are spoken for” (6.19 

‘Many Happy Returns’). Once again, such sentences can be interpreted in different ways, one 

of them would be that Xena’s breasts are reserved for Gabrielle’s touch. What adds to the 

subtext is that in the same episode Xena surprises Gabrielle with a poem from Sappho, who 

happens to be Gabrielle’s favourite poet. hoogland mentions that referring to the Greek poet 

Sappho is one of the most often used signs to utter the forbidden word ‘lesbian’ without 

having to explicitly mention it (hoogland, 1997, p.13). 

Throughout the second half of X:WP, the subtext has been expanded even more and 

almost becomes main text. Inness argues that this lack of emphasis on Xena’s heterosexuality 

is the most groundbreaking aspect of the programme and shakes up the notions about the 

female superhero. She argues that the female hero’s heterosexuality reassures the audience of 

the ‘normality’ of the hero despite the fact that her gender may subvert gender stereotypes 

(Inness, 1999, p168-169). 

 X:WP does not explicitly deny the possibility of a lesbian relationship between Xena 

and Gabrielle; it even provides subtext that facilitates a lesbian interpretation of the 

relationship. Nonetheless, it has never been represented explicitly so. In one of the episodes, 

Xena and Gabrielle are being interviewed by a journalist from the 20th century, the last 

question he asks them is whether they are lovers. Just when Xena is about to answer, his 

camera breaks down and the viewer does not get an answer (6.13 ‘You are There’).  

On the other hand, the heterosexual relationships of both characters have been made 

explicit. The respective male partners of Xena and Gabrielle have been explicitly referred to 

as lovers, and kisses have, for instance, been show. All the other recurring characters and 

extra’s are drawn in hetero-normative representations as well. Heterosexual couples and 

romances are explicitly visible in numerous episodes; at the same time, there is not one 

explicitly homosexual romance visible at all. What remains is an overall hetero-normative 

discourse in X:WP. 

The main discourse of hetero-normativity is contrasted with the programme’s subtext. 

Consequently, X:WP gives mixed and ambivalent representations and messages, but is also 

open to a number of interpretations about the nature of the relationship between Xena and 

Gabrielle. Next to the lack of emphasis on the main characters’ heterosexuality, the 

programme also invests in the aspect of female bonding between its main characters. It hereby 
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breaks with the traditional idea that the heroine cannot engage in friendships, because it would 

interfere with her tough image.  

 

Fanfiction  

There are two significant differences concerning the relation between Xena and Gabrielle in 

the television series and in the fanfiction: first, the importance of the relationship is strongly 

emphasised, and second, their relationship is rewritten into an explicitly lesbian one.  

 The relationship between Xena and Gabrielle is the single most important theme of the 

fanfiction. Almost all the stories, from all the genres, focus on it. In, for instance, the ‘general’ 

(read: heterosexual) story ‘Healing Time’, Gabrielle is injured, and Xena ponders over the 

injury and her friendship with Gabrielle: 

 

She (Xena) had seen several times in their relationship how important Gabrielle was to 

her. After Thesally, she knew that her friend meant everything to her. Her reaction to 

this injury just reconfirmed what was already obvious to her; Gabrielle was now the 

center of her existence. She would do whatever she needed to make sure she was well, 

healthy and happy, till she was no longer around to protect her. (Ri, n.d., retrieved 

October 2005, p.5) 

 

In the ‘general’ stories, the friendship between the two characters is the theme of the story. 

The outcome of a  X:WP questionnaire, conducted by Nikki Stafford, is that there is a group 

of fans that did not appreciate the lesbian subtext. They felt that the writers suggested that a 

woman could not have a deep and loving relationship with another woman, unless there was 

sexual attraction between the two, whereas the ideal of female bonding and true friendship 

made this programme special for them (Stafford (Ed.), 2002, p.197).   

 This indicates that fans value a genuine friendship between two female characters. 

Nevertheless, in the canon of the fanfiction the relationship between Xena and Gabrielle is 

rewritten as romantic. Usually ‘alternative’(homosexual romantic pairing) is a subgenre of the 

fanfiction; in the fandom of X:WP it is the other way around, the stories are ‘alternative’ 

unless otherwise stated. The analysis of this thesis is based on the 75 stories, 66 of which 

portray the relationship as amorous. Converted into percentages, it means that 88% of all the 

stories are lesbian based. The hetero-normativity of the original is obviously resisted and 

rewritten by the fans. This was relatively easy, since there was already quite a lot of subtext in 

the original, but it has also worked the other way around; fanfiction readers became aware of 
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the programme’s subtext through the fanfiction. As one fan explains, “I first became aware of 

the subtext through the fanfiction, (…) the more I read and the more writers played to the 

lesbian and lesbian-friendly audience, the more accepting I became of the idea” (Stafford 

(Ed.), 2002, p.201). 

 One of the recurring themes in much of the ‘lesbian’ fanfiction, is the development of 

the relationship between Xena and Gabrielle. The majority of the stories are ‘first time’ 

stories: Xena or Gabrielle has feelings for the other but is insecure on how to proceed and 

worries that the other person might not reciprocate those feelings, or even reject the idea of a 

lesbian relationship altogether and consequently will end the friendship.  

In many stories a scene from the original is taken as the starting point, and the 

intentions and feelings of the characters are rewritten. Noticeably television episodes that 

contain a lot of subtext have led to an explosion of fanfiction stories. In the genre of ‘episode 

related’ fanfiction, fans write stories based on a particular episode; the subtext episodes have 

generated the majority of the stories in this genre. The beginning scene in the story ‘Actions 

and Reactions’, is identical with the last scene of television episode 2.15 ‘A Day in the Life’. 

Xena and Gabrielle are about to go to sleep but not before they first watch the stars and talk 

about them. The television episode ends here; the fanfiction story, however, starts here and 

their conversation continues. Gabrielle tells Xena how Howard kept talking about his 

infatuation with Xena.  

  

“He kept asking me if you would ever think of settling down and getting married.” 

“And you said?”  The small woman shrugged her shoulders. “Just said you probably 

wouldn’t.” […]  The warrior still had her grin as she stared up to her friend. Her voice 

though came out devilishly. “I heard something like, she likes what I do.” Xena 

sighed, “Must be the wind.” […] Xena chuckled, she brought her right hand back up 

and under Gabrielle’s chin. She carefully turned the small woman’s  head to face her. 

“Was is it me? Or did you say that?” The bard knew Xena knew the truth. (…) And 

she knew as she stared down to Xena she was revealing her inner thoughts and 

emotions through her eyes. For once she couldn’t stop them, all day she couldn’t stop 

them. Now all her walls had fallen and it made her scared. Scared of what Xena may 

do once she figured it out. (Red Hope, n.d., retrieved October 2005, p.3) 
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The majority of the love stories have a happy ending, both Xena and Gabrielle have had 

romantic feelings regarding the other, and  they begin a new phase in both their lives and 

relationship. 

Most of the romantic stories are fairly chaste. They may contain kissing or even a sex 

scene, but this is not the main focus; it rather serves as a confirmation that the relationship 

between the characters is lesbian. There is one genre, however, in which the sexual encounters 

are centralised, namely ‘slash’. Slash is a genre which originally focused on sexual male 

homoerotic pairings, as was mentioned in chapter two. Jenkins mentioned that the importance 

of slash lies in the fact that both characters can be equally strong and equally vulnerable, 

regardless of their gender (Jenkins, 1992, p. 195-196). In the X:WP slash stories, the equality 

of the characters is a very important aspect as well. Whereas Xena is portrayed the stronger 

character in the television series, the fanfiction alters this notion. Xena is usually portrayed as 

the physically strongest person, but around Gabrielle she becomes very insecure and she is 

afraid to hurt her, whereas Gabrielle is the one who takes the initiative in most slash stories. 

For instance, in ‘The Hunger of a Woman’ Xena does nothing but wonder how to let 

Gabrielle know that she has fallen in love with her, and she also wonders whether she is good 

enough for her. At the end it is Gabrielle who confronts Xena and takes the initiative (Ennis, 

n.d., retrieved October 2005).   

The majority of male homoerotic slash is written by heterosexual women, and stems 

from a dissatisfaction with the lack of strong female characters to form a heterosexual  

relation based on equality (cf. Jenkins, 1992, p. 195-196). It would be interesting to do further 

research as to who write the slash stories in the X:WP fan community, since slash is on the 

one hand traditionally written by heterosexual women, on the other hand, X:WP has a large 

lesbian following and canon.   

 

Conclusion 

In this section the character of Gabrielle was introduced, and  the relation between Gabrielle 

and Xena was discussed.  

X:WP is one of the few quest narratives that offers two main characters of the female 

sex. Gabrielle’s function is to offer friendship to Xena, and to keep her on the ‘straight’ path. 

Furthermore, she is physically dependent on Xena, while Xena is (sometimes) emotionally 

dependent on Gabrielle. She undergoes several character changes, as well as transformations 

in her outward appearance. Furthermore, Gabrielle’s class position changes; she becomes a 

physically independent person, which is signalled by her new-found position as Amazon 
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Queen. There are, however, two stereotypes that Gabrielle does adhere to, she is white and 

she is portrayed as sexy.   

The character of Gabrielle is not significantly rewritten in the fanfiction, although 

there are some aspects of her character that are emphasised: she is simultaneously portrayed 

as tougher and more beautiful, and her courage is emphasised. As was seen in the previous 

chapter, Xena has also been portrayed as tougher and more beautiful in the fanfiction: the 

same character traits are rewritten in both characters. This can also be said of Gabrielle’s 

quest, which is rewritten into a feminist quest as well.  

 It is not strange that Gabrielle’s role has gained more attention, as this is closely 

related to the single most important theme in the fanfiction: the relation between Xena and 

Gabrielle. After analysing all the fanfiction, it has become clear that the most important 

difference between the original narrative and the fanfiction is the nature of the relationship 

between Xena and Gabrielle. In the television series, their relationship is important and the 

element of female bonding gives a new meaning to the traditional quest narrative. The 

television series presents a text open to different interpretations, yet it shows an overall 

hetero-normative discourse. In the vast majority of the fanfiction, the relationship is portrayed 

as explicitly lesbian. Hence, the main differences between fanfiction and television series are 

related to the identity markers gender and sexuality. Many of the elements that are written 

into the fan stories can be read as projections of real life issues, for instance, the worries of a 

woman who falls in love with one of her female friends and is insecure on how to proceed. 

The stories can also present an utopian world vision: a world where people do not 

discriminate on grounds of sexuality. It is likely that the large group of lesbian X:WP fans 

seized the opportunities and openings this programme offers, and reworked it into stories that 

are valuable in relation to their own lives. 

 In the next chapter of this thesis, four recurring characters and the representations they 

bring into the programme and fanfiction will be discussed. 
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Chapter 6: Recurring Friends and Foes 

Xena: “It’s hard to be alone”       
 Gabrielle: “You are not alone.”      
 (1.1, ‘Sins of the Past’) 

 

Character Analysis 

In the previous chapters, the construction of Xena as a female warrior and the relation 

between Xena and Gabrielle were discussed. In this chapter I will take a closer look at  the 

other characters in X:WP. The significance of these character is related to the role and 

function they have in relation to the dominant discourse(s) of the series. Fiske states that 

“characters on television are not just representations of individual people but are encodings of 

ideology, embodiments of ideological value” (Fiske, 1987, p. 9). A comparison between the 

television representations and those of the fanfiction can consequently show which discourses  

fans resist.            

 It is not feasible to analyse all the characters of the series or fanfiction. Therefore I 

have chosen to focus on four recurring characters that have an important or significant 

function in either the programme or the fanfiction. These are: Joxer, Ephiny and the Amazons, 

and two of the Olympian gods: Ares and Aphrodite.  
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Joxer          

(aka ‘stumbling idiot’ and ‘clown’) 

Joxer’s self-made and sung song:  

“Joxer the Mighty. Roams through the 
countryside. He never needs a place to hide.  
With Gabby as his sidekick, fighting with her 
little stick. Righting wrongs and singing songs, 
being mighty all day long. He's Joxer, he's Joxer 
the Mighty!” 

(3.17 ‘Forget Me Not’ and many others) 

 

(www.alookatjoxer.com) 

 

Television Series 

The character of Joxer is the most recurring supporting role, as he appears in 38 (of 134) 

episodes. The audience first meets him in episode 1.22 ‘Callisto’. In this episode, the army of 

Xena’s enemy Callisto is fighting against Xena and Gabrielle. Joxer presents himself as a 

soldier and he offers his warrior services to both Callisto and Xena. His goal is to prove to the 

world that he has indispensable fighting skills, but as it turns out he has none, and Xena ends 

up saving him from the clutches of Callisto’s soldiers, who have decided to kill him. Joxer, 

however, has experienced the turn of events quite differently; according to him, it was his 

assistance that has led Xena to her victory.   

 From here onwards he regularly joins Xena and Gabrielle on one of their adventures. 

In the beginning they barely tolerate him, but as the series progresses, so does their friendship. 

Eventually Xena and Gabrielle come to consider Joxer as one of their most loyal friends. In 

the last two seasons, Xena even refers to him as a member of her (self-chosen) family, 

because he has a heart of gold, and for some odd reason does manage to accomplish very 

important tasks when it really matters. Nevertheless, Joxer still regularly annoys and irritates 

Xena and Gabrielle, to which he is completely oblivious since he has a distorted self-image 

and perceives himself and his actions as far more heroic than people around him do. 

Joxer is represented as ignorant, gullible, and overconfident; qualities that are related 

to his lack of education and the rogue family he comes from. It is clear that he does not hold a 

high class position. Furthermore, he is depicted as physically weak, he gets beaten up 
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constantly and usually has to be saved from a perilous position by either Xena or Gabrielle. 

Next to this, he is also clumsy; there is not a single episode in which he does not bump into 

one object or another. He has an ongoing infatuation with Gabrielle, but his inept amorous 

attempts are in vain; when Gabrielle notices the romantic value behind his endeavours in the 

first place, she reciprocates by hitting him. All these features make him the laughing stock of 

the series and that is exactly what he is supposed to be. In X:WP the character of Joxer is there 

to bring slapstick and comic relief. Hence, he features in the comic episodes mainly. He 

perceives himself as a warrior and  ‘ladies’ man. Yet, he is presented as the complete 

opposite: his character represents the antithesis of classical masculinity. X:WP clearly 

presents the lack of these classical masculine features, such as being able to fight and being 

considered sexually alluring by women, as something to make fun of. It does so in the 

character of Joxer. 

Joxer’s masculinity is contrasted with his two brothers, which illuminates it even 

further (all three characters are played by same actor). The audience learns that Joxer comes 

from a family of low-life rogues, and that he has two siblings. Both his brothers Jett and Jace 

function as foils34 to Joxer’s masculinity. Jett is an assassin and Jace a singer and dancer. The 

audience first meets Jett in 3.8 ‘King of Assassins’. Jett embodies a tough but mean villain; he 

is Joxer’s role model because of his attitude and physical fighting skills. Xena and Gabrielle, 

however, dislike Jett because of his ruthless attitude. Eventually Xena has to teach Joxer that 

she prefers his character - big-heartedness and loyalty - over Jett’s fighting skills, because Jett 

is only interested in enriching himself. X:WP clearly favours Joxer’s type of masculinity over 

Jett’s (3.8 ‘King of Assassins’) .  

His other brother Jace is a singer and dancer, the audience meets him in 5.10 ‘Lyre, 

Lyre, Hearts on Fire’ His character and features are feminised, he wears make-up, jewellery 

and bright and flamboyant clothing. Joxer looks down on him and is also embarrassed to be 

seen near him. He is afraid to be associated with Jace and fears that others may perceive him 

as feminised as well. Xena and Gabrielle, however, are very fond of Jett because of his 

extravagant and warm personality, and both are displeased with Joxer, because of his bigoted 

behaviour towards his brother. Finally, Joxer lets his brother know that he loves him no matter 

what. X:WP displays the message that prejudiced behaviour is not appreciated and that there 

is nothing wrong with feminised behaviour in men (5.10 ‘Lyre, Lyre, Hearts on Fire’).  

                                                 
34 ‘Foil’ is a term used, amongst others, in literature, and described by  M.H. Abrams as “A character in a work who, by sharp 
contrast, serves to stress and highlight the distinctive temperament of the protagonist is termed a foil” (Abrams, 1999, p. 
225). 
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In the representation of Joxer’s character, a struggle over accepted masculinity in 

X:WP surfaces. On the one hand, he is made the laughingstock of X:WP, and he brings comic 

relief in most of the episodes in which he features. On the other hand, Joxer is one of a very 

select group of people (and the only man) that Xena trusts and relies on. Furthermore, the 

tough male warrior in the form of Joxer’s brother is not appreciated, while feminised 

masculinity, as portrayed by his other brother is considered valuable. Joxer’s status as the 

anti-hero is established, amongst others, through his lack of (perceived) masculinity, which is 

made fun of, and enhanced by his low-class status. Once again X:WP presents ambiguous 

images; nevertheless, the number of images in which Joxer is depicted as the ‘bumbling fool’, 

generate an overall picture in which the lack of masculine qualities is ridiculed. 

 

Fanfiction 

Contrary to the amount of airtime the character of Joxer has in the television series, his 

character plays a minor role in the fanfiction. He appears only sporadically. Even then, his 

role is limited or he has no active role at all, but Xena or Gabrielle simply mention Joxer in a 

conversation. Although none of the recurring characters are as prominently present in the 

fanfiction as they are in the series, Joxer’s role is reduced to an absolute minimum. 

 One reason why he is almost invisible in the fanfiction is the ambivalent reception of 

his character. A lot of fans dislike his role as the ‘stumbling idiot’. As one of the fan’s 

mentions: 

 

I feel rather ambivalent toward the character simply because although he had many 

admirable qualities, Joxer was simply misused and not fleshed out properly. He ended 

up being either a plot device or a comedic foil, neither of which helped to make him 

anything but one-dimensional. (Stafford (Ed.), 2002, p.13) 

 

The representation of a character that does not display elements of traditional masculinity, 

such as physical toughness and sexual attractiveness, as a ‘comedic foil’ is clearly not 

appreciated by a large part of the fandom. The fans have thus rewritten this aspect of the 

programme, by ignoring it.         

 A second reason why he is so disliked, and his appearance rejected in the fanfiction, is 

because his love for Gabrielle was considered to be a threat for the relationship between Xena 



 87 

and Gabrielle. This fan voiced a feeling that many experienced, “at the beginning I hated 

Joxer, mainly because I saw him as a threat. I was so scared that the writers would become 

desperate and have him end up with Gaby...” (Stafford (Ed.), 2002, p. 209).  

In the few fanfiction stories were Joxer does appear, he is usually characterised as 

either a dear friend of Xena and Gabrielle, or as the bumbling, love-sick idiot. As in 

‘Aphrodite’s Secret’: he has just bought Gabrielle lingerie and he tries to win her heart with it. 

  

Joxer’s tall, lanky figure was unmistakable even across the busy barroom. He scanned 

the crowd and waved in recognition of his friends. Amazingly, he didn’t stumble as he 

picked his way through the throng and plopped down at Xena and Gabrielle’s table. 

[…] Gabrielle: “Joxer! You didn’t have to,” she said fondly. Her expression of joy 

turned to chagrin as she beheld the content of the box.  Joxer: “You like it? I saw it, 

and well, it was just so, so you.” Joxer grinned boyishly. Gabrielle: “Joxer,” the young 

bard growled, a trace of sarcasm creeping into her voice, “you’ve got to start buying 

me gifts with your brain, not certain other parts of you body.” Joxer: “Oh, c’mon, 

Gabby, I thought you’d li…yowwwwww!” His thought was unfinished as she quickly 

grabbed his nose and twisted it painfully.               

(Flasheart, 1998, p.3-4.) 

 

In the canon of the fanfiction there are hardly any stories in which Joxer features, therefore, 

the elements of rewriting and resistance are visible by Joxer’s invisibility in the fanfiction.  
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Ephiny and the Amazons 

(aka ‘regent Queen of the Amazon Nation’) 

 

Gabrielle:  “I want to read philosophy and 
learn about history and science. But they 
(parents) didn’t consider me a normal girl.” 
Terreis (an Amazon): “Philosophy and 
history are among the first things taught to 
Amazon children.”                           
Gabrielle:  “Really?”                               
Terreis:  “It _is_ a man’s world, Gabrielle. 
Not because it should be, but, because we let 
them have it.  It’s based on a woman’s 
weakness.”                                             

Gabrielle:  “Yeah?”                              
Terreis:  “The Amazon world is based on 
truth and a woman’s individual strength.” 
Gabrielle:  “Well, I’m all for that.  I’ve 
always considered myself a single-minded 
person.  Of course, if I got married I’d have 
to ask my husband if that was OK.  (Terreis 
gives Gabrielle a foul look) That was a joke.” 

(1.10 ‘Hooves and Harlots’) 

 

 

(www.xenafan.com) 

(http://www.paleothea.com/Amazons.html)  

 

Television Series 

The Amazons appear in eleven episodes of X:WP, which makes them the least frequently 

recurring character group. Their role, however, is quite important. According to Macdonald  

“Amazons are probably the archetypical female warriors. They have been used both by 

feminists to represent the power of women and an idealised alternative society; and by others 

as caricatures of ‘over-masculine’, unnatural women” (Macdonald, 1987, p.6). The general 

tendency in X:WP is to portray them in line with the first of the two options mentioned  by 

MacDonald. The function of the Amazons is indeed to represent the power of women, and 

they are the symbolic and literal representatives of gender equality in X:WP. The Amazons 
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emphasise female independence, they value an all-female society, and strive for gender 

equality. 

 There are several means by which this representation is achieved. The Amazons are 

always portrayed as the ‘good’ party, that either need to be defended or the group of people 

who offer Xena and Gabrielle assistance. They are portrayed as independent, headstrong 

women, with a strong sense of honour and loyalty. Next to this, Gabrielle is welcomed as a 

member of the Amazon nation and even becomes their Queen. From the first encounter 

onwards Xena gives the Amazon life-style high acclaim. She tells Gabrielle how much she 

has learned from the Amazons’ loyalty, honour, and their fighting skills, and she regrets 

having betrayed them in her past. Even though some tribes have neither forgiven her for her 

past deeds nor welcome her presence, she always defends them. In short, the programme’s 

heroines are closely intertwined with the matriarchal Amazon culture and they value their 

lifestyle, which in turn strengthens the positive representation of the Amazons. 

The appreciation and positive representation of the Amazon tribes is in line with the 

general gender discourse, in which women are represented as strong and independent, in 

X:WP. Nevertheless, their representation also adheres to the gender stereotypes mentioned 

before: the majority of the Amazons is white and they are portrayed as attractive and sexy. 

They are usually scarcely dressed, have long hair, and are relatively young women. As was 

seen before, women are frequently strong and independent in X:WP, but at the same time, 

they can only be so if they can also be portrayed as sexual objects.    

Ephiny is illustrative of the portrayal of the Amazons, she is the Amazon with the 

most prominent role and appears in eight episodes. The audience meets her in the first episode 

in which the Amazons are featured, 1.10 ‘Hooves and Harlots’. When she first meets 

Gabrielle and Xena, she does not like them. Ephiny knows of Xena’s evil past and she 

distrusts Gabrielle’s intentions. Right before she died, Terreis, Ephiny’s sister, has given 

Gabrielle the ‘right of cast’, which means that Gabrielle has now got the title of Amazon 

Princess. Ephiny does not think that Gabrielle is worthy of the Amazon princess title; after 

some time has passed, however, Ephiny sees Gabrielle’s courage and she is the first Amazon 

to recognise Gabrielle as the new Queen. They become very good friends and Ephiny offers 

the weapon she has inherited from her mother to Gabrielle, a ritual that does not only seal 

their friendship, but also supports the idea of a matriarchal line and the importance of 

sisterhood in the Amazon community. This idea is further underpinned by Ephiny’s 
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pregnancy; she gives birth to a son, who she names Xenon, as a tribute to Xena, who has 

helped her with delivery of the child 

Ephiny is depicted as an exemplary Amazon and a strong, honourable woman. She is 

also represented as a sexually attractive, young, white, heterosexual woman, from high class 

descent; she already was an Amazon regent and eventually becomes an Amazon Queen 

herself. Even though the Amazon community is depicted as a community of great diversity, 

the Amazons having the most air time are all white, portrayed as sexually attractive and are of 

high descent. 

In short, the representation of the Amazons functions to further underpin the 

credibility and  possibility of female heroes in the quest narrative. 

 

Fanfiction 

Whereas fan writers have almost eradicated Joxer’s character in the fan stories, the Amazons 

and especially Ephiny, are the most frequently and prominently recurring characters in all the 

fanfiction genres. There are many stories in which Ephiny has a supporting role, but there are 

even more stories in which the Amazon nation and characters are the focus of attention.  

 Next to the abundance of Amazon stories, there are two other indicators signalling the 

positive validation they enjoy as fanfiction characters: their sense of courage and justice, and 

the friendship between Ephiny and Gabrielle. Amazons are portrayed as brave women that 

will resist cruel and unjust authority, not only when committed against their own nation but 

also to protect strangers. In almost all of  the ‘conqueror’ stories (Xena in her evil day genre), 

the Amazons participate in and are part of the resistance against Xena’s reign. They fight 

alongside Gabrielle against Xena’s dictatorship.     

 Second, there is the friendship between Gabrielle and Ephiny. The importance of this 

friendship for both women is stressed throughout the fanfiction stories. In virtual season 

seven, there is, for instance, an Amazon trilogy ‘Promised Land’ in which an already 

deceased Ephiny appears as a ghost before Gabrielle, and asks her to help the Amazon nation 

which is on the edge of extinction. Gabrielle immediately honours their friendship and sets 

out to help the Amazons (Beck, n.d., retrieved October 2005). Another example can be found 

in the über-story ‘Love and Death in the Trailer Park’, part of the ‘white-trash series’, which 

takes place in an American 2000 AD trailer park setting. In this story, Gabrielle works in a 

factory but she would rather finish her high school education and write poetry. Nobody takes 
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this seriously, except her friend ‘Effie’ (read Ephiny) and the members of the local rock band 

‘the Amazons’. Effie and the other band members share a house of their own; in the end they 

ask Gabrielle whether she would like to live there instead of with her family, which she 

happily accepts (Darkbloom, n.d., retrieved May 2007). The above examples illustrate the 

function and position that the Amazons and their community have been given in the 

fanfiction. The Amazons strive to bring equality, and fight against injustice. They offer 

Gabrielle the opportunity to empower herself , and to become independent, just as Gabrielle 

helps the Amazons when they are endangered. In the fanfiction, the Amazons represent the 

idea of sisterhood; this is advocated as empowering and protecting.   

 Next to the frequent, prominent and empowering role fans have given the Amazons, 

there are two other noteworthy rewritings visible. As was seen in the case of the characters of 

Xena and Gabrielle, the Amazons are rewritten as physically tougher and more attractive 

simultaneously. Furthermore, the Amazon community is used to further undermine the 

heterosexual discourse of the programme.       

  A reoccurring subject is the relationship and romantic development between some of 

the characters in the Amazon community, in which sexual diversity is the norm. In Melissa 

Good’s  ‘Festival’ series, Xena and Gabrielle are a couple and go to the Amazon nation to 

attend an annual festival. Most of the dialogues, internal monologues, and descriptions are 

about the relation between the six main characters of the story: Xena and Gabrielle, Ephiny 

and Eponin, and Cait and Paladia. The main event in the 658  page story is the joining 

ceremony between Gabrielle and Xena, which is the Amazon version of a wedding. Not only 

Xena and Gabrielle, but also Ephiny and Eponin are getting married (Good, n.d., retrieved 

October 2005). The television version either keeps the Amazons away from romantic 

relationships, or portrays them as strictly heterosexual. Contrary to this,  the Amazons in the 

fanfiction do engage in romantic relationships which are regularly lesbian. Ephiny’s sexuality 

is repeatedly rewritten from heterosexual to bi-sexual or lesbian, as in the story above. The 

Amazon community is pre-eminently a place were lesbian relationships are visible and 

valued. It is not described as a lesbian community per se, but as a community where lesbian 

relationships are common and accepted.  

 It can be concluded that the Amazons, and specifically Ephiny, have a much 

more prominent and important role in the fanfiction. The Amazon community is presented as 

a warm, tolerant society that advocates diversity. The Amazons strive for equality and fight 

against injustice, and female bonding and loyalty (symbolised by Gabrielle en Ephiny’s strong 
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bond) are represented as the foundation of this alternative community. The rewritings are in 

line with other character rewritings we have seen so far: the idea of gender-equality is 

advocated, the women are represented as stronger and more sexually attractive; the 

heterosexuality of the programme is rewritten and the sexuality of the Amazons is displayed 

as diverse. Aspects of ethnicity or class, however, are not rewritten in the fanfiction. Most 

Amazons are white and the Amazons who are prominently present have a high rank in their 

community. 

 

Olympian Mythology, Ares and Aphrodite 

The narratives of X:WP draw heavily on Greek mythology and the Olympian gods. The Greek 

gods usually function as the episode’s antagonist. They are, or create, an obstacle that needs 

to be overcome by Xena. This has as a consequence that the gods are not portrayed with 

superior morality, quite the contrary: Ares, Aphrodite, Athena, Zeus, Poseidon, Discord, 

Hades usually try to fulfil their own egocentric desires. Ares, for instance, constantly plots 

and schemes plans that are supposed to lure Xena back to her old warrior ways. In addition, 

Aphrodite is a rather material goddess; she is, for instance, willing to trade the ‘north star’ for 

an expensive diamond, even though this would mean that many humans will suffer from this 

trade (3.18 ‘Fins, Femmes and Gems’).  

The gods may not be superior in morality, they do have superior powers: they are 

immortal, can move with the speed of light, are only visible when they want to be, and can 

shoot fireballs with their hands, to name a few examples. Connected to this is the overall high 

class image they present. This high class image is, amongst others, made clear by their 

clothing, which is covered in glitter and gold, and their swords and shields are gold or silver 

as well. Furthermore, they have large groups of human followers, who honour and obey them.  

Another feature the gods share is that they are all white35. Being part of the highest 

class in the Greek hierarchy is in X:WP related to power. These power positions are, however, 

only possible for white characters.  

 

 

                                                 
35 One could argue that the gods from Greek mythology are portrayed as white because the people in ancient Greece were 
white as well. However, the producers of  X:WP  have never concerned themselves with truthful representation of myths, 
eclectic use is made of these myths and they have been adapted to suit the needs and desires of the storyline. There is no 
reason to uphold the whiteness of the gods the program portrays.  
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Fanfiction 

Greek mythology and the Olympian gods do not play an integral part in the fanfiction. This 

does not mean, however, that the gods that do appear are irrelevant. The way in which Ares 

and Aphrodite are represented, can further show what kind of representations the X:WP fans 

value. 

Religion as a whole does not play an important part in the fanfiction, it is not a theme 

as such. Nevertheless, spirituality in a broader sense is a recurring subject, most often made 

concrete by the presence of a spiritual healer, medicine woman or shaman. It is noteworthy 

that the spiritual leaders or medicine people are almost always strong independent women, if 

not, the spiritual leaders belong to an ethnic minority group, such as American Indians. In the 

television series, there is one recurring visionary, a shaman named Alti, and she is an evil 

spirit. In the fanfiction most spiritual leaders are portrayed as characters that use their spiritual 

powers for good causes. There is, for instance, an Indian named ‘White Feather’, who shares 

his visions with Xena (Xena’s little bitch, n.d., retrieved May 2007). Or Widgie, “an 

enormous woman wearing a bright yellow tent-like dress, covered in bangly, clinking 

jewellery”, who restores Xena’s vision after she has become blind during an accident (Word 

Warrior, n.d., retrieved October 2005, p. 31). And there is also the high priestess Nestia, who 

restores Xena to life, after she has died (Giorgio, n.d., retrieved October 2005). These are 

three examples from different stories and different genres, just to give an indication of the 

frequency of these images. 

In the television series and the fanfiction, both the Greek gods Ares and Aphrodite are 

regularly recurring characters, they will be analysed in the next two sections. 
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Ares 

(aka ‘god of war’) 

 

Ares: "You're (Xena) with her (Gabrielle) now. I handled 
you all wrong. I know that. She knew what you needed, 
unconditional, and unselfish love, and I couldn't give that 
to you. But I appreciated you in ways she never could: 
your rage, your violence, your beauty. When you 
sacrificed yourself for others, you were hers, but when you 
kicked ass, you were mine.  I love you.” 

(5.19 ‘Looking Death in the Eye’) 

 

 

(www.xenafan.com) 

 

Television Series 

Ares is the most important of the gods in X:WP and features in 26 episodes. Ares is one of 

Xena’s main antagonists; he has had an important part in the creation of the evil Xena, ‘the 

destroyer of nations’, who liked using violence and initiating wars. Now that Xena has 

changed and fights for good causes, Ares’ goal is to either lure Xena back to her warlord ways 

or to destroy her. In the more dramatic episodes, Ares is a dangerous and cunning force that 

brings destruction and anguish to the world and to Xena personally. In the episodes with a 

comic undertone, a lovesick Ares simply misses Xena’s presence, and he tries to win her over. 

Ares’ character adheres to traditional ideas of masculinity. Metcalf and Humphries have listed 

the features of this kind of masculinity: aggression, competitive nature, emotional 

incompetence, a dependence on heterosexual sexuality, and coldness (Metcalf and 

Humphries, in Nixon, 1997, p. 296). Ares relates to all the above mentioned features, and his 

outward appearance is also represented as über-masculine: broad shoulders and jaw-line, 

muscles everywhere and he wears a beard. He is also portrayed as sexually attractive for 

women, and is regularly seen in their company. Even Xena is at times sexually attracted to 

Ares. In this sense, his masculinity can be starkly contrasted to Joxer’s. Joxer is a nice person 

and  his company is appreciated by Xena, but he is never perceived in a sexual role. Ares 

might be depicted as the typical ‘bad boy’, his kind of masculinity is portrayed as sexually 

alluring.          
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Even though Ares’ skin is white, he is typically represented as a ‘dark’ god: he wears black 

clothes, has black hair and constantly tries to lure Xena back to her ‘dark’ side, which would 

be to follow him in battle and war. As was argued more elaborately in chapter four, in X:WP 

darkness is literally connected to evil and it echoes the Western discourse in which “there are 

inevitable associations of white with light and therefore safety, and black with dark and 

therefore danger” (Dyer, 1993, p. 127). This ethnocentric discourse is strengthened by the 

presence of Ares’ character. First, his ‘dark’ features are there to signal that Ares is an evil 

antagonist. Second, his white skin underpins the idea that whiteness is the norm in X:WP.  

 Ares thus represents ‘classical’ masculinity in X:WP. This kind of masculinity is, on 

the one hand, represented as more sexually attractive, and on the other hand, represented as 

more dangerous. His most important role is to lure Xena into ‘darkness’ again, thereby 

strengthening the ethnocentric discourse in X:WP.  

 

Fanfiction 

Ares’ role in the fanfiction is limited. In this case it is connected to the limited role the 

Olympian gods play in the fanfiction. Ares can be found in a few stories, however, most often 

in the more serious ones. In all of the stories in which he does appear, he is the antagonist. His 

main goal is to seduce Xena to the glory of her dark past, so that she will become a violent 

conqueror again. The ways in which he attempts this are rather genre divided. In the ‘general’ 

stories Ares is in love with Xena and he courts her romantically. In most of these stories, Ares 

is portrayed as attractive, yet the über-masculine features he displays in the television series 

are diminished or altered altogether. In, for instance, the story ‘Ares’ Curse’, Ares loses his 

equilibrium around Xena and suffers from his attraction to her. In the following scene he 

awaits Xena’s answer after he has made her a proposition to fight alongside him.  

 

I remember the silence most of all in those next few moments. […] Time was a torture 

for me. My hand on her cheek burned, and its searing heat seemed to only prolong 

time, until it stretched out before me like eternity itself. I was helpless before it… and 

her. Whatever it was within me that was in pain, I knew at that moment, its healing 

could only start to be cured by a simple assent from her. But still she was silent, and I 

grew more and more in pain. I, Ares, was in pain! Caused by the silence of a mortal 
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woman! It stunned me...and still stuns me. Oh godling, the trouble you brought that 

day! (Silk, 1998, p. 4) 

 

In this and other stories, Ares loses his coldness and emotional distance and he changes into a 

caring person, at least in relation to Xena. Furthermore, the equality of the relation between 

Xena and Ares is emphasised. In this specific genre Ares’ character is rewritten and his 

masculine sexual appeal is complemented by characteristics that are considered feminine, 

such as insecurity and care giving; furthermore, the equality between the sexes is emphasised. 

 In all the other genres, Ares’ strategy is not of a romantic nature but he rather tries to 

violently force Xena into battle again. Both strategies are futile and he never succeeds in his 

mission to make her evil again.        

 Next to his role in the fanfiction, there is also the aspect of his physical appearance, 

and the connotation to darkness. These aspects are not rewritten and are similar to the 

representations of the television series. Ares is represented as a ‘dark god’, and darkness is 

frequently used to indicate evil.  
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Aphrodite  

(aka ‘goddess of love’, ‘mighty Aphrodite’) 

 

Genia (a young girl): “Like you’re really a goddess.”         
Aphrodite: “ Watch this. I like that bag. I have that bag.” (Aphrodite 
duplicates a bag she likes)                                                            
Genia: “If you’re really a god you’d use your power to reward the 
faithful and punish sinners, not do party tricks.”                  
Aphrodite: “Well I’m really more of a material girl.” 

(6.19 ‘Many Happy Returns’) 

 

 

 

 

(http://www.geocities.com/alexnclaire) 

                                                           

Television Series 

The outward appearance of Aphrodite is in stark contrast to that of Ares. The goddess of love 

is a woman with long blond curly hair, scarcely clad in a transparent pink nightgown. Almost 

all of the, 12 episodes in which she appears are the comic ones. Aphrodite is portrayed as a 

superficial, egocentric, spoiled and material goddess. She starts out as one of Xena’s 

adversaries but her role changes throughout the series. She and Gabrielle become friends, 

after which she does not so much need to be overcome as guided in the right direction.  

 Aphrodite’s character fulfils another important function in the narrative; her character 

signifies the kind of love that is advocated in X:WP. Even though Aphrodite’s love is not 

depicted as perfect, her material love is preferred to the divine love of a monotheistic god. In  

6.13 ‘You Are There’, Aphrodite’s godhood is taken from her, Ares is mortal and all the other 

Greek gods are slain by Xena. As a consequence, the world loses its power to love, even 

though there still is an early Judo-Christian monotheistic god present in the narrative. The 

world can only start to love again after Aphrodite’s godhood has been restored. According to 

Kathleen Kennedy,  “the show’s decision to remake Aphrodite as the goddess of love 

refashions patriarchal myths in which the feminine principle is associated with a minimized 
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physical eroticism, whereas masculinity and male deities foster “pure” intellectual ideals of 

abstract love” (Kennedy, 2003, p.47).         

The character of Aphrodite is presented in a rather ambiguous way. On the one hand, 

she is portrayed as the material, superficial blond woman, whose behaviour causes 

problematic situations. Yet, in a context of gender and religion, Aphrodite’s feminine and 

concrete love is preferred to monotheistic and patriarchal love. As Kennedy says, the 

monotheistic god falls from grace because divine perfection demands the subjugation of the 

individual and the sacrifice of family. In Xena’s world, love means concrete relationships and 

devotion to family and friends. Aphrodite embodies this kind of bittersweet love, which 

includes desire, jealousy and rage, but also affection, tolerance and warmth (Kennedy, 2003, 

p. 47). 

 

Fanfiction 

Unlike Ares, Aphrodite regularly appears in the fanfiction. Her role in the fanfiction is more 

important than in the television series, and she is usually not the antagonist but supports the 

missions of Gabrielle and Xena.         

Her motive for helping Xena and Gabrielle is friendship. She considers Gabrielle to be 

her friend; in a world where everybody wants something from her, Gabrielle was one of the 

few people that simply offered her friendship to Aphrodite. Even though Xena has killed most 

of the other Olympian gods, Aphrodite has a weak spot for her, since Xena makes Gabrielle 

happy. In the fanfiction in which Aphrodite has a central place, she usually considers Xena 

and Gabrielle to be the perfect couple: they have a romantic relationship just as the goddess of 

love has intended love to be. An illustration of both Aphrodite’s increased role and her 

approval of the romantic relationship between Xena and Gabrielle can be found in the story 

‘The Heart of Aphrodite’. The story takes place after the end of the original programme, Xena 

is dead and Gabrielle mourns her loss. In this scene Aphrodite describes the love between 

Xena and Gabrielle: “One proven case of love being from one’s heart and not from a God, 

was the love Xena and Gabby had for one another. I may have pointed them to each other, but 

the love was theirs” (Silence, n.d., retrieved May 2007 p.2).     

 These kind of quotes appear throughout the fanfiction concerning Aphrodite. In this 

particular story Aphrodite decides to intervene and bring Xena back to life, so that she can be 

with Gabrielle again. These stories signal two main points that are rewritten in the fanfiction 
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related to Aphrodite. First, Aphrodite’s line of thought about romantic love is not hetero-

normative. Even though Aphrodite’s love interests are always men, she considers the love 

between Xena and Gabrielle as perfectly natural and does not even mention the fact that both 

are women. Second, Aphrodite’s perspective is centralised, and taken seriously in the 

fanfiction. Aphrodite is not just present to bring comic relief.    

 The physical portrayal of Aphrodite, as the superficial blond clad in a pink bikini, 

however, stays upright in the fanfiction, especially in the comic stories. This image is, 

nevertheless, complemented by a more serious, genuinely caring and intelligent side in many 

of the dramatic as well as comic stories. Occasionally, her outward appearance is criticised. If 

so, the criticism is not directed towards her but it is the  producers and writers of X:WP, who 

are criticised.  

 

Conclusion 

In this chapter, the representation of four recurring characters that contribute to the 

“embodiments of ideological value” (Fiske, 1987, p. 9) in X:WP and its fanfiction were 

discussed. These characters are Joxer, Ephiny as illustrative of the Amazons, Ares and 

Aphrodite.  

In X:WP, masculinity is embodied by the characters Joxer and Ares. Joxer is the bearer  

of the programme’s comic relief; he has been given features that are to enhance his position as 

the programme’s laughing stock, hence he is represented as a loyal but sexually unattractive, 

gullible and ignorant man who cannot fight. His lack of perceived masculinity is contrasted to 

that of Ares, who is depicted as physically tough and sexually attractive, yet he is one of 

Xena’s main antagonists in the programme. In X:WP the discourse around masculinity is 

imbued with contrasting and ambiguous images.  

In the fanfiction, the roles of Ares and Joxer have been severely reduced: they are the 

most prominently present recurring characters in the series, but in the fanfiction they are 

almost absent. Fans have indicated that they were not pleased with Joxer’s portrayal and they 

feared that he would become Gabrielle’s love interest in the series. When present, Ares’ 

character is somewhat rewritten He remains sexually attractive and tough, but features that are 

considered feminine are added to his personality.       

 Next to Xena and Gabrielle, there are more female characters with recurring roles in 

X:WP, two of them are Ephiny and Aphrodite. As will have become clear by now, there are 
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numerous strong women in X:WP. Inness in ‘Tough Girls’ observes that, “the programme 

emphasizes the physical toughness of not only Xena but women in general by having many 

tough women characters on the show. This is antithetical to most heroic sagas, which rarely 

feature more than a single strong female character” (Inness, 1999 p. 166). The gender 

discourse in X:WP does indeed appear quite progressive, even though all the women are 

portrayed as beautiful and sexually attractive. But as Valerie Smith in ‘Not just Race, Not just 

Gender’ argues, “The ostensible dominance of one category masks both the operation of the 

others and the interconnections among them” (Smith, 1998, p. XV). Therefore the question 

arises: ‘What women in X:WP are allowed to be tough?’ All the main characters in X:WP are 

of  high class: Ephiny is portrayed as an Amazon regent, and Aphrodite as a Greek goddess. 

Gabrielle originally comes from a farmer family from which she flees, but she can only 

become independent after she becomes an Amazon Queen. Xena comes from a small village 

as well, but the audience only sees her in a position of leadership. Furthermore, she carries the 

title ‘princess’, clearly to indicate her class position, since there is only one reference to be 

found in which Xena’s title is even mentioned in all 134 episodes of X:WP 36. When class and 

gender intersect, it can be concluded that most of the tough women are upper-class, usually 

visualised by  their clothes, eloquence, education, titles. Next to this, all the main and 

recurring characters are white. X:WP thus adheres to the stereotype that the hero should be 

white as well. It is, therefore, white women from high class descent that are allowed to be 

tough in X:WP. 

In the fanfiction, the female characters Aphrodite, Ephiny and the other Amazons are 

made much more important. The Amazons are the most prominent group of recurring 

characters in the fanfiction; they are important because they signal both independence and 

female friendship and bonding. Furthermore, they form a tolerant community regarding all 

sexual orientations. The character of Aphrodite is also taken more seriously and her 

perspective is at times emphasised. As was seen with respect to all the female characters, the 

beauty and toughness of the women are simultaneously enhanced and emphasised. The 

ethnocentric discourse is not broken down in the fanfiction. When it comes to class, the 

recurring characters that play an important role are usually from high descent as well. This is 

also visible in the portrayal of other female characters in the analysed fanfiction stories. 

In the next and final chapter the conclusion of this thesis will be drawn. 

                                                 
36 The only episode in which Xena’s title as a ‘princess’ is ever mentioned  is episode 1.10 ‘Hooves and Harlots’.  In this 
episode Gabrielle becomes an Amazon Queen, at the end of the programme she mentions to Xena that they now both have a 
royal title and that she is going to write a story about it (1.10 ‘Hooves and Harlots). 
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Conclusion 

 

The main question addressed in this thesis is: what forms of resistance, related to discourses 

and representations of gender, ethnicity, class and sexuality, are visible in the (online) 

fanfiction of the television programme Xena: Warrior Princess? In order to give an adequate 

answer, four preliminary questions had to be answered. The theoretical framework addressed 

what the relation between fanfiction and resistance is. Subsequently, the analysis of X:WP 

answered the questions what the dominant representations of gender, ethnicity, class and 

sexuality of the television series are, and what the dominant representations of gender, 

ethnicity, class and sexuality of the fanfiction are. Next, the question of the main differences 

and similarities of the representation of gender, ethnicity, class and sexuality between the 

television series and the fanfiction of X:WP was addressed.   

 

Relation between Fanfiction and Resistance 

The first two chapters of this thesis form the theoretical outline and contextualisation; they 

focus on the relation between fanfiction and resistance. In the first chapter, I sketched the 

debate about spectatorship in the older discipline of film studies, and the debate about tv-

audiences and active audiences, which finds its origins in the discipline of film studies already 

mentioned. 

  Film studies entered the academia in the 1960’s and 70’s and was immediately 

influenced by screen and feminist film theory. There are two valuable points highlighted by 

screen theorists and feminist film theorists, that are still valuable nowadays: the importance of 

the role of the spectator in the process of meaning production, and the importance of 

analysing representations, amongst others of gender and ethnicity. 

X:WP is, however, a television programme, not a film, and therefore, specific 

characteristics of the medium television, in relation to its audience, have been discussed. The 

outcome is that television has a broad and diverse audience: in order to keep the attention of 

this diverse group of people, it must produce texts that are open to various interpretations. It 

is, however, not only the television texts that leave room for various interpretations, audiences 

themselves are active: audience members are active agents who negotiate with the text to 

come to an interpretation that suits them. This means that they may simultaneously follow 

some representations the programme offers and reject others.  

Even though fans form part of the television audience, they differ from mainstream 

television spectators and display distinctive fan characteristics: fans draw texts close, 
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rereading plays an integral part in the fans’ experience of the text, fans employ the 

programme as a means for social interaction, and fans are productive. These characteristics 

shape their specific position as a subgroup of television audiences. 

In the second chapter, I discussed the social position of fans and fandom. Fan culture 

as popular culture has been related to practices of resistance and productivity. The products 

fans create were addressed as well, with a specific focus on fanfiction. 

Fan culture forms part of popular culture, and popular culture is historically regarded 

as inferior and low brow culture; consequently popular culture is associated with 

subordination. On the one hand, this means that fandom is devalued as a cultural expression. 

On the other hand, the disconnection from elite culture makes it an appropriate culture for 

people in minority positions, who enhance their power over the text and use it as a means of 

empowerment.  

Due to the subordinate position of fans and fan culture and the community aspects, fan 

culture shows many resemblances to oral and folk culture. Both oral and fan culture use 

storytelling as a safe place where dominant discourses can be resisted, and both apply 

feminine reading practices. These are applied in order to appropriate materials in such a 

manner that fans can relate them to everyday experiences of subordination, and consequently 

use stories and texts as empowering. These feminine reading practices entail a focus on 

characters and interpersonal relations, rather than on plotlines. It also means that fans 

negotiate with the text over its meaning. Fans inhabit a position in which they do not fully 

conform to the dominant ideology of the text, they work with it in order to relate it to their 

own ideologies.  

As a consequence, fans translate these negotiations into products. One of these 

products is fanfiction: fan stories based on a particular television series, rewritten by fans. 

Fans re-appropriate the original television texts in three manners: they create extra material, 

they break with the style of the original, and they personalise stories and relate them to their 

own position.  

Finally, the main point that can be derived from the concept of fanfiction, and the way 

it can contribute to theories of resistance in popular culture, is that fans write stories because 

they disagree: they see a television programme, emphasise the elements they appreciate and 

alter the ones they do not like. They do so because, “above all, cultural meanings are not only 

‘in the head’. They organize and regulate social practice, influence our conduct and 

consequently have real, practical effects” (Hall, 1997, p.3). 
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In order to answer the question what the dominant representations in X:WP and the fanfiction 

are, I used the method of textual analysis, as it can bring these representations to the surface. 

The main differences and similarities between the television series and the fanfiction have 

been brought to the surface through a comparison between the two. In the case study of this 

thesis, I focussed on the dominant representations related to three main aspects of  X:WP: the 

construction of Xena as a warrior, the relation between the two main characters, Gabrielle and 

Xena, and the representation of four other recurring characters. 

 
Dominant Representations of Gender, Ethnicity, Class and Sexuality in X:WP  

In chapters four, five and six, I analysed the representations of gender, ethnicity, class and 

sexuality in the television series of X:WP. This led to the following results. 

X:WP concentrates and focuses on gender representations. The construction of Xena 

as a female warrior is an important cornerstone of the narrative, and X:WP emphasises that its 

main character is a woman warrior in a genre where the heroic roles are traditionally 

preserved for male characters.  

If Xena’s character is compared to the representations of other female warriors in 

popular culture, she is, according to Inness, depicted “as a heroic woman who does not rely on 

a man to save her when trouble occurs [which] makes her tougher than virtually all women in 

similar action-adventure shows” (Inness, 1999, p. 161).  

Xena, however, is not the only female character in X:WP. The second main character, 

Gabrielle, is portrayed as a strong, independent woman as well. At the time of airing, X:WP 

was the only programme with two leading female characters. Furthermore, Xena and 

Gabrielle develop a strong bond, and friendship between women is rare in action adventure 

stories, as it supposedly undermines the tough attitude of the warrior. In X:WP, female 

friendship is represented as valuable, for both Xena and Gabrielle their relationship is the 

most important relation in their lives. 

Next to Xena and Gabrielle, the programme regularly shows other female characters 

signifying female independence and stressing the importance of female friendship, such as the 

Amazons and Aphrodite.  

X:WP centralises its programme around two female characters, represents female 

friendship as important, and shows that women can be tough and independent; in this sense 

X:WP shows a progressive gender discourse. There are, however, three preconditions that all 
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the (strong) women in X:WP adhere to: they are all displayed as sexually attractive, they are 

all white and they are all high class. 

 X:WP does not focus nearly as explicitly on ethnicity as it does on gender, and 

consequently the representations of ethnicity are rather ambivalent. On the one hand, the 

programme displays an ethnographic discourse in which whiteness is the implicit norm: all 

the main and recurring characters, male and female, are white. Furthermore, ‘good’ is 

structurally connected to ‘lightness’, and ‘evil’ and ‘dark’ are used interchangeably. On the 

other hand, the programme’s explicit message is to value ethnic diversity, and it condemns 

ethnic discrimination.  

Class is not something that has the attention of X:WP. There is no explicit focus on 

class issues in X:WP, as there is on gender and, at times, on ethnicity. Class has the implicit 

function to highlight another aspect of the character. It is used as a marker to depict the 

importance of the character: all the main characters, for instance, hold a high class position. 

The only exception to this rule is the character of Joxer, who has a low class position. His low 

class position is used to enhance his status as the ‘bumbling fool.’ In short, high class is 

represented as the implicit norm in X:WP.  

 The representation of sexuality is explicitly addressed in X:WP, as the producers have 

chosen to display various ambiguous representations throughout the series. There is an overall 

hetero-normative discourse: heterosexual romances are explicitly visible in numerous 

episodes, not only those of the main and recurring characters, but also of the vast majority of 

the extras, while there are no explicitly homosexual romances visible. Despite this, the 

programme refuses to emphasise the heterosexuality of its main character and leaves open the 

possibility that she might engage in a relationship with a woman. This suggestion is 

reinforced by the lesbian subtext the programme displays: the subtext consists of 

representations that could indicate that the relation between Xena and Gabrielle is of a 

romantic nature, but can also be interpreted differently. According to Inness, the possibility of 

Xena as a lesbian character is the most groundbreaking aspect of the programme, and 

completely undermines the notions of female superheroes (Inness, 1999, p168-169). 

 

Dominant Representations of Gender, Ethnicity, Class and Sexuality in X:WP Fanfiction 

In chapters four, five and six, I also analysed the representations of the fanfiction. I will here 

present the outcome of that analysis. 
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A progressive gender discourse is a very important aspect of the fanfiction. The 

construction of Xena as a female warrior is one of the two main themes in the fanfiction 

stories. Xena is depicted as a tough woman, who fights for a feminist cause: she helps other 

women who are in trouble. The problems these women face, such as sexual harassment, are 

usually gender related.  

Xena is not the only courageous woman in the fanfiction. Gabrielle’s character is 

equally important, and her quest is a feminist quest as well. Together with Xena she helps 

women in need and strives for a world free of discrimination. Next to Xena and Gabrielle, the 

Amazons are the most frequently recurring character group. They signal female independence 

and strength, and through them the importance of female friendship and female bonding is 

emphasised. The beauty and toughness of all the female characters discussed are two 

character traits that are persistently mentioned throughout the fanfiction. 

The emphasis on the female characters and female gender issues consequently means 

that the male characters are irrelevant in the fanfiction, their roles are limited. 

The ethnic representations in the fanfiction are ambivalent. There is an implicit norm 

of whiteness, since all the main characters are white. Furthermore, the fanfiction displays an 

ethnocentric discourse: the connection between ‘good’ and ‘light’ and between ‘dark’ and 

‘evil’ is frequently made, and a non-white ethnicity is used to denote a character’s low class 

and subordinate position in the narrative. Contrary to these representations, there are various 

stories in which Xena and Gabrielle explicitly fight ethnic discrimination. The discourse and 

representations of ethnicity is not a main point of focus in fanfiction stories, but fans do 

condemn discrimination explicitly. 

As a theme, class representation is not addressed, it does not receive explicit attention 

in the fanfiction. This does not mean that there are no class representations visible, class is  

usually invoked to denote another aspect of a person’s personality, or supposed to give 

additional information about somebody’s personality. As was mentioned, low class is used in 

combination with non-white ethnicity to indicate a character’s subordinate position. There is, 

furthermore, a high class norm since all the main characters occupy a high class position.  

The representation of sexuality is one of the two most important themes in the 

fanfiction. The relationship between Xena and Gabrielle is almost always centralised, and in 

at least 80% of the stories they have an explicitly lesbian relationship. Many of the stories that 

have their romantic relationship as a theme, are ‘first time’ stories: fans focus on the 

development of the relationship, from the moment either Xena or Gabrielle discovers her 

romantic feelings for the other, until the inevitable happy end.     
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 Xena and Gabrielle are not the only two women who share a romantic relationship; 

there are many representations of lesbian relationships, especially the Amazon community is 

represented as a community where sexual diversity is the norm. Lesbian relationships are 

accepted by most other characters in the fanfiction stories, if not, or if a character displays 

homophobic behaviour otherwise, he is usually the story’s antagonist.  

Although less frequent in number, there are also heterosexual couples present in the 

fanfiction. Sometimes Xena has a relationship with Ares, in these cases the equality between 

the sexes and in the relationship is stressed.  

 

Main Differences and Similarities of the Representation of Gender, Ethnicity, Class  and 

Sexuality between the Television Series and the Fanfiction of X:WP 

Now that the results of the analysis of both the television series and the fanfiction have been 

summarised, they will be compared. This will partly be a repetition of the results mentioned 

before, brought here together in order to present a clear answer to the question what the main 

similarities and differences between the television series and fanfiction are. 

 In both the television series and the fanfiction, the gender discourse is emphasised. 

Xena as a female hero is the cornerstone in both narratives: Xena is a tough, independent 

woman, who fights for the greater good. Not only Xena is portrayed as a strong woman, many 

recurring characters are portrayed as strong women as well. The convention that the heroine 

has to be beautiful is also upheld in both media.        

 There are, however, three aspects of the gender discourse that are rewritten in the 

fanfiction. First, X:WP accentuates Xena’s position as a female warrior in a traditional action 

adventure story. In the fanfiction, the traditional quest is rewritten into a feminist quest: Xena 

strives for equality between the sexes, fights against misogyny, concerns herself with gender 

related problems, and it is mainly women who she offers her assistance. Second, the main 

recurring characters in the fanfiction are all women. The roles of the Amazons and Aphrodite 

are considerably larger in the fanfiction, meanwhile, the main male roles are practically 

eliminated. The third point is related to this. Female bonding and female friendship are much 

more important themes in the fanfiction compared to the television version. Consequently, the 

overall emphasis on a progressive gender discourse is one of the most important points of 

rewriting: the emphasis on gender is stronger, and the gender representations are more 

progressive and more important than in the television series. 
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 In the representation of ethnicity, there is a great deal of overlap: both the series and 

the fanfiction display a ambiguous discourse: the explicit message of diversity clashes with 

the implicit ethnocentric discourse and white normativity. Fans have not significantly 

rewritten the ambivalent representations and discourse of ethnicity. The only difference that 

can be mentioned is the increase in contrast: the implicit ethnocentric discourse is stronger 

and more often employed, just as the explicit messages against discrimination are more 

frequently present in the fanfiction.  

The representation of class is not an explicit point of attention in either the television 

series or the fanfiction. Nevertheless, the implicit norm is that most of the important 

characters are from a middle or high class background. Fanfiction writers do not explicitly 

rewrite its representation, nor is it a point of concern.  

The representation of sexuality is the most important issue of concern in the fanfiction. 

Despite the lesbian subtext, the television texts shows an overall hetero-normative discourse. 

In the fanfiction, the representation is rewritten with respect to four points. First and foremost: 

the lesbian subtext has become main text, the vast majority of the fanfiction stories have been 

rewritten into explicitly lesbian stories in which the romantic relation between Xena and 

Gabrielle is centralised. Second, it is not only the characters of Xena and Gabrielle that 

undermine the hetero-normativity of the television programme, various other lesbian couples 

are written into the fanfiction as well. Third, at times the stories have been rewritten into 

sexually explicit stories, especially in the genre ‘slash’. A fourth point of rewriting concerns 

the stories that contain heterosexual relationships. In these stories, gender equality between 

the sexes and in the relationship is a key point of attention. The representation of sexuality is 

most obviously and most unambiguously rewritten by fans. 

 

Based on the answers to the sub questions, I can subsequently draw several conclusions.  

X:WP fans focus on and rewrite the representation of gender and sexuality, but do neither 

focus on nor rewrite the representation of ethnicity and class. This can be related to the 

position of the fans: they resist material they cannot relate to their own situation and 

appropriate it in such a manner that they can relate it to their everyday experience of 

subordination. This indicates that fans use X:WP fanfiction to empower themselves on the 

axes of gender and sexuality.  

The focus on the positions of subordination, gender and sexuality is consistent with the 

composition of the X:WP fandom. The majority of fandoms consist of white, middle, class 
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heterosexual women. The scanty research available in relation to the composition of X:WP 

fandom indicates that the majority also consists of white, middle class women, but with a 

diverse sexuality. It must be stressed that X:WP has a large lesbian following. The minority 

position of X:WP fans is found on the axes of gender and sexuality, precisely the most 

important themes in the fanfiction. This confirms the idea established in the theory that fans 

focus on elements of popular culture that can be related to their own minority position. 

In the case of X:WP, it can also be concluded that fans do not resist the hegemonic 

discourse, if it is related to aspects of their identity in which they do not embody a subordinate 

but a dominant position, as is the case for class and ethnicity. They do not focus on and 

consequently offer no resistance against these representations.  

This does not mean, however, that fans automatically rewrite the representations they 

do focus on. As can be concluded, this is dependent on the representation the original 

programme offers. The gender discourse in X:WP is an important theme of the programme, it 

is also the reason why so many women have become fans and started writing stories in the 

first place: the programme is already empowering for them. They take pleasure in the notion 

of Xena as a female heroine, but they rewrite some gender aspects in a more satisfying and 

more empowering way. Consequently, resistance cannot be used as a synonym for  rejection, 

resistance for fans is instead related to negotiation.  

The notion of sexuality the programme displays, however, is completely rewritten in 

the fanfiction. Fans have opposed the hetero-normative discourse of the programme, even 

though this was made relatively easy by the subtext the original programme displays. 

Opposition and ‘writing against the grain’ are strategies employed against representations that 

do not lend themselves for negotiation. Consequently, clear opposition against the dominant 

representations is also a form of resistance used by fans. 

In short, X:WP fans do focus on representations of gender, ethnicity, class, and 

sexuality, if they can relate it to their own subordinate position. X:WP fans appropriate the 

representation that are relevant for them, and rewrite only those representations. Resistance is 

related to negotiation with, or opposition to, the original texts: the elements that are 

considered satisfying are copied, the ones that considered unsatisfying will be rewritten.  

  

Reflection  

There are, of course, critical comments that can be made regarding this research. First and 

foremost there is my own position. As was discussed in the first two chapters, interpretation is 

subjective. Just as any other television viewer, I  also bring along a whole set of discourses 
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when I am analysing and interpreting the television text and the fanfiction. I will be inclined 

to interpret the images I see in line with these discourses. The analysis will therefore not be a 

neutral one, nor is it even possible to give a neutral analysis. I am a white, European woman 

with a middle class background. This obviously influences my readings of the text. This does 

not have to be problematic, however. My position overlaps with that of the majority of 

fanfiction writers, who are white, middle/upper class Western women as well. Therefore, I am 

inclined to respond to (many of) the same signifiers as most fanfiction writes do, but this can 

also be beneficial for fanfiction research, especially with respect to this particular series.  

A second point of concern is related to the different media used in this thesis. The 

original series is shown through the medium television and consists of visual signs and 

sounds, while fanfiction consists of written words and is visible on the medium of the 

computer. The two media have specific characteristics and evoke different effects. In order to 

bridge the gap between the different media, I have, therefore, chosen to focus on the content 

of the narratives, and on the commonalities of the different media: dialogues, descriptions, 

character construction, plot lines et cetera. Furthermore, fans themselves do not focus on the 

formal site of representations and the differences between the media either. They take the 

images they see on the television screen and translate them into written words in their 

fanfiction.   

 A last point of concern is the fanfiction itself. The aim was to address the canon of 

fanfiction in this thesis. In order to get a good overview, I made a broad selection of  75 

stories, taken from eleven different websites. Nevertheless, it remains a selection of material, 

there are many more fanfiction stories of X:WP to be found.  

 

Recommendations for Further Research 

Academic research that focuses on fanfiction and resistance is limited. Therefore, it is not 

difficult to give recommendations for further research. 

In this thesis a new area of research has been broached: a comparison between a television 

series and its fanfiction with respect to the representation of gender, ethnicity, class and 

sexuality, has not been made before. It creates new insights in the representation and 

interpretation of gender, ethnicity, class, and sexuality. I recommend further research that 

compares different representations, which would contribute to the knowledge about the 

complex relation between popular culture and resistance. 

I further recommend fanfiction writers’ response research: qualitative research that 

centralises the motives fans have for writing fanfiction, and simultaneously focuses on the 
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representations the fan rewrites. The aim of this research would be to acquire more knowledge 

as to what the relation entails between, on the one hand, the fan’s position and, on the other 

hand, the representations the fan resists. 

Next to qualitative research, I also recommend quantitative research regarding the 

composition of fandoms. There is, unfortunately, almost no research regarding the 

composition of television fandoms in relation to identity markers. It would be very useful to 

have more research that focuses on the composition of fandoms, especially in relation to the 

fans’ position in relation to gender, ethnicity, class and sexuality. 

Lastly, I would like to recommend further research that addresses the issue of different 

media, and the translation of representations between media.  

The aim of this thesis is to contribute to the knowledge about the complex relationship 

between the appropriation of popular culture and the resistance of representations of gender, 

ethnicity, class and sexuality by audiences. It is meant to serve as a point of departure and of 

discussion, and hopefully it has been a ‘modest intervention worth making’. 

 

We exist in a sea of powerful stories: They are the condition of finite rationality and 

personal and collective life histories. There is no way out of stories; but no matter 

what the One-Eyed Father says, there are many possible structures, not to mention 

contents, of narration. Changing the stories, in both material and semiotic senses, is a 

modest intervention worth making. (Haraway, 1997, p. 45)  
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Appendix I: 
Selected Fanfiction Stories 
 
General 
1. ‘It is Just Another Normal Day’  - Tara;  13 pages, comedy/parody 
 www.ausxip.com 
2. ‘Trying Fun’ – IseQween;  39 pages, drama/comedy 
www.ausxip.com 
3. ‘Ares’ Love’ – Yin-Yin Wang;  6 pages, romantic drama 
www.xena.com  
4. ‘Ares’ Curse’ – Silk; 8 pages, drama 
www.xenafan.com 
5. ‘Mirror, Mirror on the Wall, Who is Joxer after all’ – Raven High; 9 pages, drama 
http://xenafiction.net  
 
Alternative 
6. ‘Coming Out- The Reception’ – Joanna; 15 pages, comedy/parody 
www.xenafan.com 
7. ‘Festival’ Series part 1-11 – Melissa Good;  658 pages  in total, drama/action 
www.merwolf.com 
 
Episode Related 
 
Is There a Doctor in the House (1.24) 
8. ‘A Healing Time’ – Ri;  6 pages, drama 
http://xenafiction.net 
 
The Quest (2.13) 
9. ‘Afterwords’ – Rebekah;  6 pages, drama 
http://xenafiction.net  
10. ‘The Broading Warrior’ – Trish Kerr (Phopas); 5 pages dark/drama 
www.ausxip.com 
11. ‘Confessions’ – Rstlshart;  7 pages, light comedy/drama 
http://xenafiction.net 
Return of Callisto (2.5) 
12. ‘Wedding Night’ – Catherine M. Wilson;  5 pages, dark drama 
www.rawbw.com 
13. ‘Gabrielle’s Answer – Catherine M. Wilson; 2 pages, dark drama 
www.rawbw.com 
 
A Day in the Life (2.15) 
14. ‘Actions and Reactions’ – Red Hope; 5 pages, romantic comedy 
http://xenafiction.net 
15. ‘ASDITLOFSVLSB’ (A slippery day in the life of a somehow very lucky soap bar) – 
Tara;  3 pages, comedy 
http://xenafiction.net  
16. ‘Starry Starry Night’ – Wakar; 3 pages, humor 
http://xenafiction.net  
17. ‘Realizations’ – Jester, 3 pages, drama 
http://xenafiction.net  
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Been There, Done That (3.2) 
18. ‘Been There, Done That, Revisited’ – Catherine M. Wilson; 23 pages, drama 
www.rawbw.com 
One Against an Army (3.13) 
19. ‘Do You Know?’ – Lawlsfan; 3 pages, drama 
http://xenafiction.net  
20. ‘Gentle Passions’ – S. Derkins; 2 pages, drama 
http://xenafiction.net 
21. ‘The Day After (Thoughts) – BJ O’Donnell; 4 pages, drama 
http://xenafiction.net 
22. ‘Disaster at Stryman Pass’ – Blind Faith; 16 pages, drama 
http://xenafiction.net 
23. ‘Keeping Faith’ – Brit Bard; 18 pages, comedy/drama 
http://xenafiction.net 
 
 
Fins, Femmes & Gems (3.18) 
24. ´Clueless´ Series part 1-2 - B.L. Miller; 38 pages, comedy/drama 
http://xenafiction.net  
25. ‘A Day Off’ – Lariel; 10 pages, comedy 
http://xenafiction.net  
26. ‘A Moment in Time’ – Curiositee, 10 pages, romantic 
http://xenafiction.net 
 
 
Post Fin Friend In Need (6.21 & 6.22) 
27. ‘What Stories Are For’ – IseQween; 3 pages, drama 
www.ausxip.com 
28. ‘What Stories Are For Too’ -  IseQween; 2 pages, drama 
www.ausxip.com 
29. ‘The Nightmare that was Friend in Need’- Xenut; 1 pages, drama 
www.ausxip.com 
30. ‘She Who Talks to the Air’ – Carole Giorgio; 10 pages, drama 
www.ausxip.com 
31. ‘A Friend in Need III’ – Easyreader; 7 pages, drama 
www.ausxip.com 
32. ‘The Weakest Link’ – MaryE; 12 pages, comedy/parody 
www.ausxip.com 
33. ‘A Day in the Endless Life’  - Xena’s Little Bitch; 12 pages, drama 
www.ralst.com 
34. ‘Love’s Therapy’ – IseQween; 22 pages, comedy 
www.ausxip.com 
35. ‘The Heart Of Aphrodite’ – Silence; 16 pages, drama 
www.ausxip.com  
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Post Fin (Friend In Need)/ Virtual Seasons 
 
Virtual Season Seven 
36. ‘701 A Friend Indeed’ – Melissa Good; 66 pages, drama 
www.xwpsubtextvs.com 
37. ‘702 A Friend Indeed, part 2’ – Melissa Good; 62 pages, drama 
www.xwpsubtextvs.com 
38. ‘703 Choices’ – Melissa Good;  46 pages, drama/comedy 
www.xwpsubtextvs.com 
39. ‘716 Prelude’ – Tnovan;  34 pages, drama 
www.xwpsubtextvs.com  
40. ‘717 Not Even Death’ – Melissa Good; 36 pages, drama 
www.xwpsubtextvs.com 
41. ‘718 Promised Land’ –Susuanne Beck; 39 pages, drama 
www.xwpsubtextvs.com 
 
Virtual Season Ten 
42. ‘ 1006 Life in Paradise’ – Trish Kocialski;  62 pages, drama 
www.xwpsubtextvs.com 
43. ‘1007 Ocean of Fire’ – Linda Crist;  86 pages,  light drama 
www.xwpsubtextvs.com 
 
Adult 
44. ‘Love Me’ – AztecAmazon; 31 pages, dark drama 
www.xenafan.com 
45. ‘Truth or Dare’ – Word Warrior; 64 pages, action drama 
www.xenafan.com 
46. ‘The Water’s Edge’ – Tegan Jovanka; 12 pages, drama romantic 
www.altfic.com 
47. ‘The Hunger of a Women’ – Patricia L. Ennis; 3 pages, dark drama 
www.obsession14.com 
48. ‘Best Laid Plan’ – Della Street; 6 pages, comic 
www.altfic.com 
49. ‘Her Hands’ – Calliope; 3 pages, light drama 
www.ralst.com 
 
Conqueror 
50. ‘Unconquered’ series part 1-4 – Pallas;  62 pages in total, dark drama 
www.ausxip.com 
51. ‘The Conqueror’s Stone’ series part 1 – Djwp; 56 pages, dark drama 
www.ausxip.com 
52. ‘The Conqueror’s Touch’ – Xena’s Little Bitch; 6 pages, dark drama 
www.ralst.com 
53. ‘Shopping with the Conqueror’ – Carola “Ryûchan” Eriksson;  6 pages, parody/comic 
www.ralst.com 
54. ‘Relationships and the Conqueror’ - Carola “Ryûchan” Eriksson; 12 pages, parody/ comic 
www.ralst.com 
55. ‘Shattered’ – Lariel; 14 pages, dark drama 
www.ausxip.com 
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Über 
 
General Über  
56. ‘The Cabby’ – Kim (KP) Pritekel; 4 pages, drama 
www.academyofbards.org 
57. ‘Tag Team’ – Shirley Roberts; 10 pages, drama 
www.academyofbards.org  
58. ‘Love and Death in the Trailer Park’  – Vivian Darkbloom; 20 pages, drama/parody 
www.ralst.com 
59. ‘Ways to be Wicked’ – Vivian Darkbloom; 17 pages, drama/parody 
www.ralst.com  
 
Über ‘Mel and Janice’ 
60. ‘It is All in the Syntax’ – Rhiannon Silverflame; 3 pages, comic 
http://xenafiction.net 
61. ‘Janice’ – A. Hawk; 2 pages, romantic drama 
http://xenafiction.net 
62. ‘Melinda’ – A. Hawk; 1 pages, romantic drama 
http://xenafiction.net 
63. ‘The Prize’ series part 1-4  - Wishes, 82 pages in total, drama 
www.xenafan.com 
64. ‘December 23, 1959’ – Absinthe Angel 777; 5 pages, light drama 
www.ralst.com 
65. ‘Southern Comfort’ – C.L. Bactad;  9 pages, drama 
www.ausxip.com 
 
Über Clonetic 
66. ‘This Time Around’ – BlackDaemon;  15 pages,  romantic parody 
www.ausxip.com 
67. ‘Cloning Around at the Polls’ – Cath; 5 pages, parody 
www.ausxip.com 
 
Über ‘Dar & Kerry’ 
68. ‘Tropical Storm’ Series 1-16 – Melissa Good; 448 pages  in total, drama 
www.ausxip.com 
69. ‘Hurricane Watch’ Series 1-10  - Melissa Good; 258 pages in total, drama 
www.merwolf.com  
70. ‘Eye of the Storm’ Series 1- -Melissa Good; 442 pages in total, drama 
www.merwolf.com  
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Miscellaneous (including Crossovers) 
71. ‘Xellen’ – Joanna; 29 pages, comic/parody 
www.xenafan.com 
72. ‘Aphrodite’s Secret’ – Filippa Morgan Flasheart; 4 pages, comic 
www.xenafan.com 
73. ‘The Screwy Mishmash of The Shows Xena, Buffy, The X-Files, Baywatch, Star Trek, 
and ER Also Including Characters From the Movie “The Alien Resurrection”& the bands 
Spice Girls & Hanson’ – Samantha; 3 pages, comic/parody 
www.xenafan.com 
74. ‘TV Butches Anonymous’ – Ralst; 4 pages, comic/parody 
www.ralst.com 
75. ‘TV Femmes Anonymous’ – Ralst; 3 pages, comic/parody 
www.ralst.com 
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Appendix II: 
Xena: Warrior Princess Episode Guide 
To be found at the Australian Xena Information Page www.ausxip.com  
http://www.ausxip.com/epguide/index.html 
 
Season 1: 1995-1996 

1.01 Sins of the Past 
Xena (Lucy Lawless) journeys homeward determined to make amends for the sins of her past, 
but her efforts to begin a new life are challenged by the vengeful warlord Draco (Jay 
Laga'aia).  

1.02 Chariots of War 
Xena (Lucy Lawless) comes upon a peaceful town that is under attack by the evil Cycnus 
(Jeff Thomas) and his son Sphaerus  

1.03 Dreamworker 
Xena (Lucy Lawless) must enter the magical realm of the Dreamscape to rescue Gabrielle 
(Renee O'Connor) after she is kidnapped and betrothed to the Dreamgod Morpheus.  

1.04 Cradle of Hope 
Xena (Lucy Lawless) protects a helpless infant doomed by a prophecy that identifies him as a 
future threat to the King. 

1.05 The Path Not Taken 
Xena's (Lucy Lawless) plan to prevent a war by rescuing a kidnapped princess brings her 
back into contact with murderers and mercenaries from her dark past.  

1.06 The Reckoning 
Ares (Kevin Smith) sets a trap for Xena (Lucy Lawless) aimed at returning her to her former 
life as a ruthless warrior. 

1.07 The Titans 
Xena must save an entire village when Gabrielle (Renee O'Connor) unwittingly frees three 
ancient Titans, who have been imprisoned for centuries in stone.  

1.08 Prometheus 
Hercules (Kevin Sorbo) and Iolaus (Michael Hurst) join forces with Xena (Lucy Lawless) and 
Gabrielle (Renee O'Connor) to free Prometheus (John Freeman), who has been chained by the 
gods.  

1.09 Death in Chains 
Xena (Lucy Lawless) must rescue Hades' sister Celesta (Kate Hodge), the embodiment of 
Death, from the clutches of King Sisyphus (Ray Henwood) or all mankind will be doomed to 
eternal life filled with suffering.  

1.10 Hooves and Harlots 
Xena (Lucy Lawless) must discover who murdered the Amazon princess Terreis (Rebekah 
Mercer) to avert a war between the Amazons and the Centaurs.  
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1.11 The Black Wolf 
Xena (Lucy Lawless) goes undercover to aid a group of rebels following a shadowy leader 
known only as the Black Wolf. 

1.12 Beware of Greeks Bearing Gifts  
Xena (Lucy Lawless) is summoned by the beautiful Helen of Troy (Galyn Gorg) to help end 
the bitter ten-year-long war between the Greeks and the Trojans. 

1.13 Athens City Academy of the Performing Bards 
When Gabrielle (Renee O'Connor) decides to audition for a coveted spot at the Athens City 
Academy of the Performing Bards, she helps another young hopeful regain confidence in his 
extraordinary talents as a storyteller.  

1.14 A Fistful of Dinars 
Xena (Lucy Lawless) goes in search of a legendary lost treasure which includes Ambrosia, the 
sustenance of the gods, in an effort to keep the precious food from falling into the wrong 
hands. 

1.15 Warrior...Princess 
Because of her startling resemblance to King Lias' (Norman Forsey) daughter Diana (Lucy 
Lawless), Xena (Lucy Lawless) is asked to pose as the princess to help flush out a band of 
would-be assassins. 

1.16 Mortal Beloved 
Xena (Lucy Lawless) is summoned to the Underworld by the ghost of her beloved Marcus 
(Bobby Hosea) to help defeat the madman Atyminius (Paul Willis), who has stolen Hades' 
Helmet of Invisibility. 

1.17 The Royal Couple of Thieves 
Xena (Lucy Lawless) enlists the aid of Autolycus (Bruce Campbell), the cunning "king of 
thieves," to recover a priceless chest containing a weapon of awesome power from the evil 
warlord Malthus (David Telford). 

1.18 The Prodigal 
Gabrielle (Renee O'Connor) joins forces with the warrior Meleager (Tim Thomerson) to save 
her home village from the ruthless brigand Damon (Steve Hall).  

1.19 Altared States 
Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) intervene to save young Icus (David de 
Lautour) from being sacrificed by his own father, Anteus (David Ackroyd). 

1.20 Ties That Bind 
In an attempt to win Xena (Lucy Lawless) back to lead his army, Ares (Kevin Smith) 
masterminds a plot involving Xena's estranged father Atrius (Tom Atkins). 

1.21 The Greater Good 
When Xena (Lucy Lawless) is hit with a poisoned dart, Gabrielle (Renee O'Connor) must 
disguise herself as the warrior princess in a plan to save Salmoneus (Robert Trebor) from 
being killed by the warlord Talmadeus (Peter McCauley). 
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1.22 Callisto 
Xena (Lucy Lawless) must battle the fierce woman warrior Callisto (Hudson Leick), who is 
bent on revenge for the death of her family. 

1.23 Death Mask 
Xena (Lucy Lawless) is reunited with her brother Toris (Joseph Kell) and the two join forces 
to overthrow Cortese (Michael Lawrence), the raider who destroyed their village many years 
before. 

1.24 Is There a Doctor in the House? 
Xena (Lucy Lawless) forces an end to the Mitoan-Thessalian War while using her medical 
knowledge to save the lives of numerous casualties, including Gabrielle (Renee O'Connor). 

Season 2: 1996-1997 

2.01 Orphan of War 
Xena's (Lucy Lawless) deepest secret is revealed when she and Gabrielle (Renee O'Connor) 
join forces with the Centaurs to battle the evil warlord, Dagnine (Mark Ferguson). 

2.02 Remember Nothing 
The three Fates give Xena (Lucy Lawless) the chance to recreate her life when she agrees to 
give up her warrior ways.  

2.03 Giant Killer 
Xena (Lucy Lawless) must face her old friend Goliath (Todd Rippon) in battle when the giant 
refuses to turn his back on the ruthless Philistines. 

2.04 Girls Just Wanna Have Fun 
Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) join forces with Joxer (Ted Raimi) and 
Orpheus (Matthew Chamberlain) to defeat the evil god Bacchus (Anthony Ray Parker), who 
is transforming innocent girls into deadly monsters. 

2.05 Return of Callisto 
When the fierce woman warrior Callisto (Hudson Leick) escapes from prison, Xena (Lucy 
Lawless) must face her in battle once again. 

2.06 Warrior...Princess...Tramp 
Xena (Lucy Lawless) must foil an attempt to dethrone her friend and lookalike, Princess 
Diana (Lucy Lawless) by the unscrupulous Meg (Lucy Lawless), who bears a startling 
resemblance to them both. 

2.07 Intimate Stranger 
With the help of Ares (Kevin Smith) in the Underworld, Callisto (Hudson Leick) switches 
bodies with Xena (Lucy Lawless) and returns to the land of the living where the two women 
warriors battle once more, this time disguised as each other. 

2.08 Ten Little Warlords 
Still trapped in the body of her archenemy Callisto (Hudson Leick), Xena finds herself in the 
midst of a deadly competition among warlords for the vacant seat of Ares (Kevin Smith), the 
newly deposed god of war. 
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2.09 A Solstice Carol 
Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) stage an elaborate ruse to force 
hardhearted King Silvus (Peter Vere Jones) to mend his ways in time for the Winter Solstice 
celebration. 

2.10 The Xena Scrolls 
When the Xena Scrolls are unearthed in 1940 by Dr. Janice Covington (Renee O'Connor) and 
Melinda Pappas (Lucy Lawless), far-in-the-future descendants of Gabrielle and Xena, Xena's 
spirit returns and possesses the body of Melinda to prevent Ares' escape from the ancient 
tomb. 

2.11 Here She Comes Miss Amphipolis 
Xena (Lucy Lawless) poses as beauty contestant Miss Amphipolis in Salmoneus' (Robert 
Trebor) Miss Known World Pageant to keep the contest from being sabotaged and provoking 
a war. 

2.12 Destiny 
A nearly fatal wound causes a delirious Xena (Lucy Lawless) to relive the experiences that 
transformed her into a warrior and gave her reason to live. 

2.13 The Quest 
The spirit of Xena (Lucy Lawless) invades the body and mind of Autolycus (Bruce 
Campbell), the king of thieves, and leads him on a quest to locate Ambrosia, the only 
substance which can restore her life. 

2.14 A Necessary Evil 
When the ruthless Amazon Velasca (Melinda Clarke) achieves immortality by consuming 
some Ambrosia, Xena (Lucy Lawless) devises a plot to defeat her by pitting her against the 
immortal Callisto (Hudson Leick). 

2.15 A Day in the Life 
Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) battle the world's largest giant and a 
ruthless warlord, all in one day. 

2.16 For Him the Bell Tolls 
Gabrielle (Renee O'Connor) must intervene when Aphrodite (Alexandra Tydings) casts a 
spell on Joxer (Ted Raimi) to try to prevent a royal marriage. 

2.17 The Execution 
Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) leap into action to save their friend 
Meleager the Mighty (Tim Thomerson) from being executed for murder. 

2.18 Blind Faith 
Xena (Lucy Lawless) is accidentally blinded while battling Palaemon (Jeremy Callaghan), a 
young warrior who has kidnapped Gabrielle (Renee O'Connor), and risks losing her sight 
forever in order to save her friend. 

2.19 Ulysses 
Xena (Lucy Lawless) encounters some rough waters during a high-seas adventure and 
shipboard romance with Ulysses (John D'Aquino). 
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2.20 The Price 
Xena (Lucy Lawless) rallies Athenian troops in a desperate battle against the Horde, but it is 
Gabrielle (Renee O'Connor) who ultimately finds a way to end the terrible siege. 

2.21 The Lost Mariner 
In another high-seas adventure, Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) help 
the lost mariner Cecrops (Tony Todd) break the centuries-old curse Poseidon has imposed on 
him. 

2.22 Comedy of Eros 
When Cupid's (Karl Urban) mischievous baby Bliss (Cameron Russel) starts to play with his 
father's arrows, Xena (Lucy Lawless) falls for the warlord Draco (Jay Laga'aia), who is 
smitten by Gabrielle (Renee O'Connor), who only has eyes for Joxer (Ted Raimi). 
      

Season 3: 1997-1998 

3.01 The Furies            
When the Furies find out that Xena (Lucy Lawless) never avenged the death of her father, 
they curse her with persecution and madness.  

3.02 Been There, Done That           
Only Xena (Lucy Lawless) can unravel the mystery when she awakens each morning to find 
that she and her companions are actually beginning the same day over and over again. 

3.03 The Dirty Half Dozen            
Xena (Lucy Lawless) enlists the help of four notorious criminals to go up against Ares (Kevin 
Smith) and his ambitious young protégé Agathon (Jonathon Roberts). 

3.04 The Deliverer While Xena (Lucy Lawless) and her former enemy Boadicea (Jennifer 
Ward-Lealand) join forces to battle Caesar (Karl Urban), Gabrielle's (Renee O'Connor) life is 
threatened by worshippers of the evil spirit Dahak. 

3.05 Gabrielle’s Hope              
The devoted friendship between Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) is 
severely threatened when Gabrielle gives birth to the child of Dahak. 

3.06 The Debt - Part 1            
Xena (Lucy Lawless) is betrayed when she journeys to the Kingdom of Chin to settle a debt 
from her dark past. 

3.07 The Debt - Part 2            
Xena (Lucy Lawless) narrowly escapes execution for attempting to kill the ruthless young 
Emperor Ming T'ien (Daniel Sing) and finally repays the debt she owes her spiritual mentor, 
Lao Ma (Jacqueline Kim). 
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3.08 King of Assassins           
When Joxer's (Ted Raimi) twin brother Jett (Ted Raimi) plans to assassinate Cleopatra (Gina 
Torres) with the help of Autolycus (Bruce Campbell), Gabrielle (Renee O' Connor) uses as 
many Xena-like tactics as possible to try to stop the murder.     

3.09 Warrior...Priestess...Tramp           
Xena (Lucy Lawless) foils an evil plot by Balius (MacGregor Cameron) with the help of her 
two look-alikes, the Hestian Priestess Leah (Lucy Lawless) and the lusty barmaid Meg (Lucy 
Lawless). 

3.10 The Quill is Mightier                 
Gabrielle (Renee O'Connor) gains new respect for the power of the word when Aphrodite 
(Alexandra Tydings) casts a spell on her scroll, turning everything she writes into reality. 

3.11 Maternal Instincts                   
Imbued with the evil power of her father Dahak, Gabrielle's (Renee O'Connor) daughter Hope 
(Amy Morrison) joins forces with Callisto (Hudson Leick) to kill Xena's (Lucy Lawless) son 
Solan (David Taylor). 

3.12 The Bitter Suite              
The bitter conflict between Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) reaches a 
crescendo in this musical episode, set in the dreamworld of Illusia. 

3.13 One Against an Army                     
When Gabrielle (Renee O'Connor) is struck with a poisonous arrow, Xena (Lucy Lawless) 
must find a way to save her while battling the entire Persian army on her own. 

3.14 Forgiven            
When Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) set out to recover the stolen Urn 
of Apollo, they are joined by Tara (Shiri Appleby), a feisty 16-year old who wants a chance to 
turn her life around. 
 
3.15 King Con             
Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) join forces with two con men to exact 
revenge against a ruthless gaming club owner who has ordered Joxer's (Ted Raimi) death. 
 
3.16 When in Rome             
Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) go up against the ruthless Caesar (Karl 
Urban) to rescue the mighty Gaul warrior, Vercinix (Tamati Rice). 
 
3.17 Forget Me Not                  
Haunted by images of the past, Gabrielle (Renee O'Connor) goes to the Temple of 
Mnemosyne to forget her painful memories. 
 
3.18 Fins, Femmes & Gems          
When Aphrodite (Alexandra Tydings) obtains the stolen Mystic Diamond, she puts a spell on 
Xena (Lucy Lawless), Gabrielle (Renee O'Connor) and Joxer (Ted Raimi) to distract them 
from rescuing the prized jewel. 
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3.19 Tsunami             
Xena (Lucy Lawless), Gabrielle (Renee O'Connor) and Autolycus (Bruce Campbell) summon 
all their resources to escape from a ship submerged by a monstrous tidal wave. 
 
3.20 Vanishing Act             
Xena (Lucy Lawless), Gabrielle (Renee O'Connor) and Autolycus (Bruce Campbell) pull off 
a spectacular heist to retrieve the golden statue of Pax. 

3.21 Sacrifice - Part 1            
Xena (Lucy Lawless) and Gabrielle (Renee O'Connor) struggle in vain to prevent the rebirth 
of Gabrielle's child Hope, the evil daughter of Dahak. 

3.22 Sacrifice - Part 2            
Xena (Lucy Lawless) reluctantly agrees to join forces with Callisto (Hudson Leick) to kill 
Gabrielle's (Renee O'Connor) evil daughter Hope (Renee O'Connor). 

Season 4: 1998-1999 

4.01 Adventure in the Sin Trade - Part 1              
Distraught with grief over the loss of Gabrielle, Xena travels to Siberia and the Amazon Land 
of the Dead to find her friend. 

4.02 Adventure in the Sin Trade - Part 2          
Xena travels to the Amazon Resting Place to battle the evil witch, Alti, and learns that 
Gabrielle is still alive. 

4.03 A Family Affair            
Xena reunites with Gabrielle and the two friends face off with the evil Hope and Dahak's 
grandson, the monstrous Destroyer. 

4.04 In Sickness and In Hell                 
Suffering an array of physical ailments, Xena and Gabrielle battle a Scythian army. 
 
4.05 A Good Day             
Xena engineers a giant battle between Caesar and Pompey to save Greece. 
 
4.06 A Tale of Two Muses                      
Xena, Gabrielle and Autolycus bring dancing to a town where it is banned. 
 
4.07 Locked Up and Tied Down           
Xena is banished to Shark Island Prison for all the crimes and murders she committed in her 
dark past. 
 
4.08 Crusader             
Xena and Najara, a radiant young woman who preaches about the Light, compete for 
Gabrielle's heart and soul. 
 
4.09 Past Imperfect                   
In order to save a town from destruction, Xena must figure out who is copycatting her past 
evil deeds. 
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4.10 Key To The Kingdom                  
A double for Xena double-crosses Autolycus in an attempt to steal a special baby. 
 
4.11 Daughter of Pomira                  
To bring peace between two feuding cultures, Xena and Gabrielle rescue Vanesa, the young 
adopted daughter of the leader of the dreaded Horde. 
 
4.12 If The Shoe Fits                    
Through imaginative storytelling, Xena, Gabrielle, Joxer and Aphrodite help the young 
runaway Princess Alesia realize there's no place like home. 

4.13 Paradise Found                  
In a seemingly idyllic land, Gabrielle finds peace and calm as Xena is beset by visions of 
violence. 

4.14 Devi                    
In exotic India, Gabrielle finds she has the power to cure people, but that ability may come 
from a sinister source. 

4.15 Between the Lines          
While traveling through India, Xena and Gabrielle's souls are sent into the future through the 
power of Mehndi to protect their good Karma from the reincarnated Alti (Claire Stansfield). 
 
4.16 The Way             
Xena battles the evil Indrajit to save Gabrielle and Eli, calling on Lord Krishna for help 

4.17 The Play's the Thing          
Gabrielle unwittingly becomes a pawn in a theater scam when one of her scrolls falls into the 
hands of Zehra, the "Queen of Cons." 

4.18 The Convert                       
Najara returns claiming she has renounced violence, while Joxer deals with his first kill. 
 
4.19 Takes One to Know One              
On a dark and stormy night, Xena must determine which one of her friends is a murderer. 
 
4.20 Endgame When Brutus kills Ephiny, Gabrielle is called back to be queen of the 
Amazons. 
 
4.21 Ides of March                      
Callisto returns to tempt Xena, as Caesar plans to declare himself emperor. 
 
4.22 Deja Vu All Over Again  
A woman is convinced she is the reincarnation of Xena, the Warrior Princess. 
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Season 5: 1999-2000 

5.01 Fallen Angel  
After being crucified by the Romans, Gabrielle's soul struggles to save Xena, who literally 
becomes a demon from Hell. 
 
5.02 Chakram  
Xena has no recollection of being a warrior after she and Gabrielle are resurrected from the 
dead by Eli. 
 
5.03 Succession  
Ares merges Xena and Gabrielle into the same body and forces them to fight Mavican, Ares' 
potential right hand. 
 
5.04 Animal Attraction  
Xena, Gabrielle, Joxer and Amarice travel to the town of Spamona, where Xena is shocked to 
learn that she is pregnant. 
 
5.05 Them Bone, Them Bones 
The spirit of the evil Shamaness Alti attempts to capture the soul of Xena's unborn child. 
 
5.06 Purity 
When Xena returns to Chin to recover Lao Ma's book of power, she must defeat one of Lao 
Ma's twin daughters, who wants to acquire the power for her own evil purposes. 
 
5.07 Back in the Bottle 
Xena must master Lao Ma's powers to save Gabrielle, Joxer and the people of Chin from a 
militia led by the evil spirits of Pao Ssu and her brother, Ming Tien. 
 
5.08 Little Problems 
Gabrielle and Aphrodite have until sundown to save Xena's soul from being trapped inside a 
young girl forever. 
 
5.09 Seeds of Faith 
Eli takes on Ares in an effort to overthrow the gods and Xena finally learns the true identity of 
her baby's father. 
 
5.10 Lyre, Lyre Hearts on Fire 
To avoid a war over who gets possession of Terpsichore's lyre, Xena organizes a battle of the 
bands in this musical episode that reunites Xena with her mother Cyrene, Joxer with his twin 
brother Jace, and Gabrielle with a lovesick Draco. 
 
5.11 Punch Lines 
Gabrielle and Argo are shrunken into miniature versions of themselves when they cross paths 
with Lachrymose, the god of despair. 
 
5.12 God Fearing Child 
Xena¹s baby is born after Hercules steps in to battle his father Zeus, who learns that the birth 
of the child will signal the end of the Olympian order. 
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5.13 Eternal Bonds 
When Joxer is wounded by a poisonous sword intended to kill Xena and Eve, it's up to 
Gabrielle to get him to the antidote while Xena combats armies sent by priests of the gods. 
 
5.14 Amphipolis Under Siege 
Athena wages war on Xena's hometown of Amphipolis in an effort to kill Eve and stop the 
Twilight of the Gods. 
 
5.15 Married with Fishsticks 
When Gabrielle is knocked unconscious into the sea, a merman convinces her that she is his 
wife and the mother of three. 
 
5.16 Lifeblood 
Xena and Gabrielle travel to the Amazon village to make Eve an Amazon princess and 
discover that it's up to them to prevent unnecessary bloodshed in a vengeful war. 
 
5.17 Kindred Spirits 
Joxer breaks Amazon laws that force Queen Gabrielle to choose between settling down in the 
Amazon village and life on the road with Xena. 
 
5.18 Antony & Cleopatra 
When Cleopatra is murdered, Xena assumes her identity to uncover the assassin and protect 
Egypt. 
 
5.19 Looking Death in the Eye 
Old Joxer obtains a scroll describing Xena and Gabrielle's attempt to trick the Fates into 
bringing about the twilight of the gods. 
 
5.20 Livia 
After 25 years, Xena and Gabrielle finally escape their tombs of ice and immediately go in 
search of Eve. 
 
5.21 Eve 
Xena must decide whether she can kill her own daughter, who continues her murderous 
campaign to eliminate Eli's followers. 
 
5.22 Motherhood 
With the lives of Gabrielle and Eve hanging in the balance, Xena faces the gods in a final 
showdown. 
 

Season 6: 2000-2001 

6.01 Coming Home                
Fed up with being mortal, Ares calls upon Xena to help him restore his godhood, unaware that 
the Furies are conspiring against him. 

6.02 The Haunting of Amphipolis            
Xena is forced to battle Mephistopheles (Anthony Ray Parker) when she returns to 
Amphipolis with Gabrielle and Eve to find her home haunted by evil. 
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6.03 Heart of Darkness             
Xena fights to avoid inheriting the throne of Mephistopheles by devising a plan to turn the 
cocky archangel Lucifer (Alex Mendoza) into the King of Hell. 

6.04 Who's Gurkhan?           
When Gabrielle learns that her niece has been captured by the vicious raider Gurkhan (Calvin 
Tuteao), she sets sail for North Africa on a rescue mission with Xena, Eve (Adrienne 
Wilkinson) and Virgil (William Gregory Lee). 

6.05 Legacy                    
Gabrielle takes a look at how she's come to kill out of instinct. 

6.06 The Abyss             
Xena and Gabrielle are forced into a deadly confrontation with cannibals when they go in 
search of Virgil (William Gregory Lee). 

6.07 The Rheingold                        
Xena embarks on a deadly mission involving her dark past when the Norse warrior Beowulf 
(Renato Bartolomei) approaches her for help. 

6.08 The Ring             
Xena must battle a monster of her own making to recover the destructive Rheingold ring she 
forged in her days as an evil warrior. 

6.09 Return of the Valkyrie           
Xena battles to regain her memory and reverse the curse of the Rheingold ring 

6.10 Old Ares Had A Farm           
Xena (Lucy Lawless) disguises Ares (Kevin Smith) as a farmer to hide him from warlords 
seeking revenge. 

6.11 Dangerous Prey            
Xena becomes the ultimate prey for the deranged Prince Morloch (Sandy Winton), who has 
been hunting and killing Amazons in his twisted quest for an adversay who can match his 
skills. Meanwhile, Xena teaches Varia the value of listening to the voice of experience. 

6.12 The God You Know              
The Archangel Michael (Charles Mesure) summons Xena to kill the now immortal Roman 
emperor Caligula (Alexis Arquette), who has been murdering innocents in his quest for 
absolute power. 

6.13 You Are There                   
In an ancient world meets modern-day satire, a tabloid TV reporter (Michael Hurst) stalks 
Xena and Gabrielle, determined to get a juicy scoop on the Warrior Princess. 

6.14 Path of Vengeance             
Xena and Gabrielle fight to save Eve (Adrienne Wilkinson) from execution when she returns 
to Amazon lands to make amends for her past. This is where Eve is put on trial by the 
Amazons. 
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6.15 To Helicon and Back           
When the Amazon Queen Varia (Tsianina Joelson) is kidnapped by a masked warrior, 
Gabrielle leads the Amazons to Helicon on a bloody rescue mission. Xena tries to save 
Private Ryan. 

6.16 Send In the Clones                  
In modern-day New York City, three fans utilize cloning techniques to reproduce Xena and 
Gabrielle so that they can combat the evil in the world. But rather than awaken the “good” 
Xena they find themselves face-to-face with the “evil” Xena, who is being manipulated by her 
former running partner, Alti. 

6.17 The Last of the Centaurs           
Xena and Gabrielle become embroiled in a conflict between centaurs and Lord Belach 
(Marton Csokas), whose daughter has run off with one of the hoofed creatures. Xena has 
conflicted emotions, however, as Belach is the son of her past lover Borias and the centaur, 
Xenon (Hamish Hector-Taylor), is the son of the deceased Ephiny. 

6.18 When Fates Collide                       
After escaping from Hades, Caesar takes control of the Fates' “Loom of Life,” which he uses 
to splice the past with a new future---a future in which Xena becomes his wife and Brutus 
remains his loyal aide. In the rearranged world, Gabrielle is a playwright for whom Xena feels 
an intense attraction. Sensing their bond, Caesar charges Gabrielle with being an assassin, and 
orders that she be crucified. 

6.19 Many Happy Returns           
While on their way to deliver Hermes' helmet to Thebes, Xena and Gabrielle save a young 
virgin (Katie Stuart) from being sacrificed by a group of religious zealots. Xena: Lucy 
Lawless. 

6.20 Soul Possession                       
When an ancient scroll chronicling the life of Xena surfaces in the present, conflicts arise 
among the modern-day reincarnations of Xena 

6.21 Friend In Need Part 1             
After six seasons, the adventure series bows out with a two-part storyline set in feudal Japan. 
Although executive producer Rob Tapert admits “there's no way we can satisfy everybody” 
with the finale, he does promise the resolution will “surprise and entertain” viewers. Part 1 
opens with Xena (Lucy Lawless) being summoned to the city of Higuchi, where a samurai 
ghost (Adrian Brown) is fighting to enslave 20,000 people. It's revealed that Xena's dark past 
inadvertently caused the warrior to become the evil “Lord of the Dark Land.” So, with  
Gabrielle (Renee O'Connor) by her side, Xena vows to stop the slaughter in order to make 
amends for past misdeeds. 

6.22 Friend In Need Part 2            
Xena and Gabrielle face the greatest threat they've ever known when they go up against the 
evil Yodoshi and an army of 20,000 elite Samurai warriors. 
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