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Communication is a fundamental aspect of human interaction, shaping
the way we connect, share ideas, and build relationships with one
another. However, the way individuals communicate is not solely
determined by their innate qualities but is significantly
influenced by synchronic and diachronic social and cultural
factors. Gender, as a socially constructed concept, plays a pivotal
role in shaping communication patterns and practices, leading to
distinct ways in which women and men interact and express
themselves in various social contexts.

 
 Communication and gender are two
intertwined concepts that have been the subject of extensive
research and discussion. This volume aims to shed light on this
complex topic influenced by various factors such as social,
cultural, and individual differences factors in three languages for
intercultural dialogue: English, Italian and Spanish, from Mexico
to Georgia, from Australia to Italy. This is the reason by which we
gathered at the International Conference GENDERCOM in Viterbo,
hosted by Sonia Maria Melchiorre, President of the Guarantee
Committee for Equal Opportunities at University of Tuscia, and
Director of the book series 
Genderising. Redesigning Gender, to which this volume
belongs. GENDERCOM is an international scholarly conference on
Gender and Communication that started in 2014 at University de
Seville as a safe space for scholars and interested parties to
discuss on communication and gender, associated with other
socioeconomic, cultural, sexual orientation and individual
concerns.
 
 From an early age, individuals are
socialized into specific gender roles that dictate how they should
behave, communicate, and interact with others. One of the
noticeable differences in gendered communication lies in
communication styles as in the way the world and the self and
conceptualised. These gender norms influence not only the choice of
words but also the topics and themes to be covered in the media, on
the one hand, and on the other, the tone, body language, and
non-verbal cues used. Understanding communication and gender
requires taking an intersectional approach. The interplay of gender
with other aspects of identity, such as race, ethnicity, class, and
sexuality, shapes individuals’ communication experiences.
Intersectionality reminds us that experiences of communication and
gender are not uniform but are influenced by the complexities of an
individual’s identity. That is why it is vital to recognise that
gender is not a binary concept that cuts across all academic
disciplines.
 
 More importantly, if we delve into
communication and gender, we find patterns of power dynamics that
are also intertwined. In many societies, women’s voices have been
marginalized, and their ideas despised, not receiving equal
consideration. Since, conversely, men have historically held
positions of power and authority, which reflected not only
communication patterns but also the domination of topics and
themes, that is to say, the conversations, speaking more, and
having their voices heard more frequently in decision-making
processes. These imbalances hinder effective communication and
perpetuate gender inequalities.
 
 The effects of gendered
communication extend beyond face-to-face interactions. In today’s
digital age, online communication platforms have become ubiquitous,
and gender dynamics play a role even in mediated communication.
Online spaces can provide opportunities for both positive and
negative gender-related interactions. Unfortunately, some
individuals use these platforms to perpetuate harmful gender
stereotypes, engage in cyberbullying, or discriminate against
others based on their gender identity.
 
 As stated, communication is a
means to create safe spaces for individuals and communities to
express and get to know better their authentic (gender) identities.
Through open and inclusive communication, individuals can challenge
societal expectations and create supportive environments for
self-expression, allowing individuals to resist and subvert
oppressive gender norms.  
 
 Understanding and challenging
these dynamics is essential for promoting effective and inclusive
communication, fostering understanding, and breaking down barriers
in our increasingly interconnected world. By recognizing the impact
of gender on communication, we can work towards a more equitable
and respectful society that values the voices of all individuals,
regardless of their gender identity.
 
 These ways of being in the world
are fostered by media, literary and other types of cultural
representations that can influence and perpetuate gendered
communication patterns and stereotypes. Traditional portrayals
often reinforce gender norms, presenting men and women in narrow
and limited roles. But also, communication and gender play a
crucial role in the expression and negotiation of gender identity.
Communication can be a tool for challenging and disrupting
traditional gender norms as well as a way to keep up the
conventions and traditional assumptions. We are aware of the
alternative communication styles that challenge societal norms
using language, tone, and nonverbal cues to express their unique
gender identities and challenge the binary understanding of gender.
But Media also works as a platform for sharing counter-narratives
that challenge the dominant gender discourse. Individuals engage in
conversations, storytelling, and media representation to highlight
diverse experiences and perspectives. By amplifying marginalized
voices and sharing alternative narratives, resistance against
gender stereotypes and hierarchies is fostered. This involves ways
of expressing thoughts, opinions, and desires confidently and
directly on social media.  
 
 Communication is a tool for
resistance and subversion, emerging as a potent instrument of
resistance and subversion. It assumes the role of a vehicle through
which individuals engage in the defiance of conventional gender
norms, vocalize their support for gender equality, and cultivate
environments that embrace and honour diverse expressions. Through
this process, communication metamorphoses into a channel of
empowerment, endowing individuals with the agency to assert their
unique identities and catalyse transformative shifts in societal
constructions of gender.
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This research paper deals with the (un)intentional censoring and
exclusionary practices lying behind the process of content creation
in media productions.

 
 The activity of scriptwriting, in
particular, intended as a collaborative process within the
participation framework backing the production of TV shows, is here
under scrutiny for its responsibility in the reproduction and
perpetuation of stereotypes in seriality.  
 
 Through a transdisciplinary –
discourse, language and media approach – I will try to draw the
reader’s attention on both the decision-making process involving
the “collective sender” (Dynel 2011: 313), that is the creators and
producers of TV series, and the position of the audience-viewers,
no longer to be considered the passive recipient of mediated
discourse.  
 
 A useful glossary is presented in
the final part of this contribution to better illustrate the
richness and specificity of English language in transdisciplinary
investigations such as the one proposed by the author.
 
 
Keywords English, discourse analysis, linguistics,
media, LGTB+

                    
    

    




    
    
        
        
            1.1 Designing language to exclude 
        

        
        
    

    
    
        
                    

  

Wasn’t me
  

 (2000) is the title of a popular song by the artist Shaggy. “The
song is about a guy who gets caught cheating on his girl but denies
it even though he is clearly guilty. It was inspired by a comedy
routine Eddie Murphy performed in his movie 
  

Raw
  

. Murphy said that no matter what your girl accuses you of, never
admit to anything, just say ‘it wasn’t me.’”
  


    

      
[1]
    
  

 
 The title chosen for the present
contribution refers to this expression, usually used in English
when somebody get blamed for a mistake, an accident, or a crime
they didn’t/they think they didn’t commit which, in the final part
of this paper, is associated with the practice I have defined the
“spare me the word strategy” (Melchiorre 2022). In short, this
research paper deals with the (un)intentional censoring and
exclusionary practices lying behind the process of content creation
in media productions. The activity of scriptwriting, in particular,
intended as a collaborative process within the participation
framework backing the production of TV shows, is here under
scrutiny for its responsibility in the reproduction and
perpetuation of stereotypes in seriality.
 
 In order to tore ground the
flummoxing phenomenon of “the Dead Lesbian Syndrome”
(Guerrero-Pico, Establés, Ventura 2018), adopting a gender-studies
perspective, and more specifically an LGBT+ stance, I will try to
expose “the heteronormative intent” (Parsemain 2019) shadowing such
media productions.  
 
 So, as to accomplish this latter
task, I will resort to the data provided in the GLAAD (Gay and
Lesbian Alliance Against Defamation)’s annual reports from 2016 to
2020, which “[f]or more than 20 years, […] has tracked the presence
of lesbian, gay, bisexual, transgender, and queer (LGBT+)
characters on television.” 

  
    [2]
  
 Through a transdisciplinary – discourse, language and media
approach - I will try to draw the reader’s attention on both the
decision-making process involving the “collective sender” (Dynel
2011: 313), that is the creators and producers of TV series, and
the position of the audience-viewers, no longer to be considered
the passive recipient of mediated discourse.  
 
  
  
  

                    

    
	1 
                        

  

https://www.songfacts.com/facts/shaggy/it-wasnt-me
    . Last access 12/30/2021.
                    

 
    





    
	2 
                        According       to 

  
GLAAD’s       2020 LGBTQ+ representation
overview
, 68% of inclusive  films include gay men, while only 36%
feature lesbians and 14% have     bisexual representation. (GLAAD
2016-17, GLAAD 2020).
                    

 
    






    

    




    
    
        
        
            1.2 Homophobic clichés and virtual riots
        

        
        
    

    
    
        
                    

  

The “bury your gays” trope is a homophobic cliché. It is the
representation of deaths of LGBT+ characters where these characters
are nominally able to be viewed as more expendable than their
heteronormative counterparts. In most cases, their death is also
treated as exceptional in its circumstances.
  


    

      
[1]
    
  

 
 The revival of mass usage of the
“bury your gays” trope in 2015-16, particularly of female LGBT+
characters, the term “dead lesbian syndrome” has in fact largely
fallen out of use post-2015, sparked a lot of outrage online ending
up in a pledge, “The Lexa Pledge”. 

  
    [2]
  
 Final goal of such a protest on the part of the virtual
community of fans (fandom), mostly teenagers, was to encourage
showrunners to reconsider the possible implementation of the trope
stemming from the disappearance from the screen of another iconic
fictional character. In brief, Lexa’s death was just the straw that
broke the camel’s back.  
 
 In fact, the TV season 2015-16
included an overwhelming number of dead lesbian and bisexual female
characters. Of course, as any other characters in fictional plots
such characters could die, but what, at the time, was really
unacceptable on the side of younger spectators, was that those
deaths were often in service of other straight, cisgender
characters’ plotlines. According to them, such a matter would
result in a toxic message sent to younger audiences. Their point
was that when there were so few lesbian and bisexual women on
television, the decision to kill these characters would reduce the
worth of queer female stories.

  
    [3]
  

 
 As clearly stated by the editors
of the charts of characters deaths in 2015-16 TV season, when the
“bury your gays” trope came to the forefront, it shows that 10% of
all deaths on TV are lesbians and bisexual women. (
Vox 2016)
 
 When compared to the other
statistics, the data evidence that even when lesbians and bisexual
women live on TV, only 16% of them receive a happy ending. (Hogan
2016) In addition, an infographic by the website 
Autostraddle offers a comprehensive list of queer women
deaths on television since season 1976-77 of 
Executive Suite, revealing that 31% of queer women died in
American TV shows between 1976 and 2016. 

  
    [4]
  
 Furthermore, according to GLAAD 2016 more than 25 queer
female characters had died in just a few months in 2016, during the
so called “Spring Slaughter”, out of a total of 92 lesbian and
bisexual women presented in the same season. (GLAAD 2016) The same
document shows that out of a total of 383 lesbian and bisexual
women on TV, 95 died to make room for more “uncomplicated”
storylines involving heteronormative characters. Overall, 45% of
queer women in the history of television have died. (Deshler 2017:
33)
 
 In the final “Recommendations”,
GLAAD report identifies the deadliest platform for lesbian and
bisexual women in broadcast TV (GLAAD 2016) and the possible
reasons behind this phenomenon will be illustrated later on in this
paper.
 
   


  
      


  
   
  
  

                    

    
	1 
                        

  

https://tvtropes.org/pmwiki/pmwiki.php/Main/BuryYourGays

      
                    

 
    





    
	2 
                        


  

https://www.indiewire.com/2016/04/the-lexa-pledge-gains-traction-urging-tv-writers-to-be-more-considerate-when-killing-lgbt-characters-291567/
.   Last accessed 12/30/2021.
                    

 
    





    
	3 
                        


  

https://outoftheclosetonyourtv.wordpress.com/2016/11/30/queer-numbers-in-2016-2017-television-season
     Last accessed 12/30/2021       
                    

 
    





    
	4 
                        
Executive   Suite. is an American 


  
drama
    television series based on the 

  
1954  film
 of the same name. It aired from September 20,      1976, until
February 11, 1977.  


  

https://en.wikipedia.org/wiki/Executive_Suite_(TV_series)
    and https://www.imdb.com/title/tt0073988/.
                    

 
    






    

    




    
    
        
        
            1.3 The “Lexa pledge”and the birth of CLEXACON
        

        
        
    

    
    
        
                    

  

The CW’s post-apocalyptic teen drama 
  

The 100
  

, premiered in 2014 and in the second season the show introduced a
lesbian character. Lexa is unexpectedly killed by a stray bullet,
in the following season, and the event that set off a firestorm of
anger and shock from its fans against the producers of the
series.

 
 CW, well known broadcast for
producing teen dramas such as 
90210 (2008-2013) and 
The Vampire Diaries (2009-2017), as WB had also aired
queer girl favorite 
Buffy the Vampire Slayer (1997-2003). According to Kira
Deshler, “while many shows that aired on the CW are often seen as
silly and frivolous […] 
The 100 branded itself as a more serious endeavour.”
(Deshler 2017: 34)
 
 In the episode “Thirteen”
premiered on 3 March 2016, when the show was at its best, Clarke
and Lexa, the two main female characters fall for each other. They
have sex and soon afterward Lexa gets killed by a stray bullet
meant for Clarke.

  
    [1]
  
 This was too much to chew for a lot of young queer fans who
were fed up with seeing queer female characters, they identified
with, be killed on screen.  
 
 This character’s death produced
and “unprecedented outpouring of emotion from fans, resulting in
tangible consequences”. (Deshler 2017: 18) The fans were deeply
hurt, at a level the writers did not anticipate because, as clearly
shown by comments on social media and platforms, LGBT+ people seem
to never have happy endings, and this, in their eyes, perpetuates
the “bury your gays” trope, sending a toxic message. “In the eight
years I’ve been a lesbian TV critic”, Heather Hogan observed in a
message posted on Twitter on March 25, 2016, “I’ve never seen
anything like the response to Lexa’s death on 
The 100. As I noted in this week’s 
Pop Culture Fix, in a matter of three short weeks, 
The 100’s queer fandom has raised an astronomical amount
of money for the Trevor Project and, through broad and relentless
social media activism, forced mainstream media outlets to
acknowledge the larger cultural ramifications of the ubiquitous
Bury Your Gays trope for the first time ever. That pressure even
coerced an apology out of 
The 100’s showrunner, Jason Rothenberg, yesterday
afternoon.” (Hogan 2016). On 11 March 2016 on social media
(Twitter), fans contacted the creators posting comments such as
“@JRothenbergTV while you were busy live tweeting and ignoring your
mistake, #LGBTFansDeserveBetter was trending for an hour and a
half.” (Pat Shafer, @GingerPat). A few days later on March 24,
Jason Rothenberg, the creator of the show was pushed to apologize
to fans.  
 
 “Since an episode ‘Thirteen’ [
The 100 S03E07] aired three weeks ago, I’ve spent a great
deal of time reading letters, blogs, tweets and articles from
passionate women and men of all ages who were angered and saddened
that the character Lexa was killed off immediately after a love
scene with one of our hero Clarke. I’m still processing this. I’m
still learning. But I have gained perspective and more than ever, I
am profoundly grateful to you, our fans. […]
 
 The thinking behind the ultimate
tragedy follows the ultimate joy was to heighten the drama and
underscore the universal fragility of life. But the end result
became something else entirely – the perpetuation of the disturbing
‘Bury Your Gays” trope. Our aggressive promotion of the episode and
this relationship, only fueled a feeling of betrayal.” (Hogan
2016)
 
 One tangible consequence of the
protest was the so called “Lexa Pledge”, as we have seen, but the
most important follow up of the virtual riot was the creation of an
international network, CLEXACON – Clexa results from the 
crasis of the names of the two female protagonists of 
The 100, Clarke and Lexa – an international convention
bringing together content creators for media productions.  
 
 The founders, three young women,
Holly Winebarger, Ashley Arnold, Danielle Jablonski had met on
Twitter, and had decided to form CLEXAXON. A “Women-Loving-Women”
convention, CLEXACON was founded in response to the many deaths of
female LGBT+ characters occurred in 2016 – “the year of the Spring
Slaughter”.

  
    [2]
  
 It was originally thought as a small gathering of around
100 people, but word of mouth and social media allowed the
convention to grow larger than any of the organizers intended. 

 
 CLEXACON has represented since
then a serious attempt “to move the conversation forward in a
positive way and provide space that would encourage more LGBT+
people to get involved in content creation”

  
    [3]
  
 and is today the largest multi-fandom event for LGBT+ women
and allies created to celebrate LGBT+ women and characters in TV,
film, web series, comics, books and more.

  
    [4]
  

 
         
  
  
  
  
  
  

                    

    
	1 
                        The     same cause of death for 
Buffy       the Vampire Slayer, when Tara was killed by a
stray        bullet, caused protests against the TV production but
not to this       extent.
                    

 
    





    
	2 
                        CLEXACON        was held for the first time
in 2017 in Las Vegas, March 3-7 with        2,200 participants, and
later in 2018 Las Vegas, April 5-9, 2019,       and London, April
11-15 with 4,100 participants.
                    

 
    





    
	3 
                        


  

https://www.thefandomentals.com/our-stories-matter-interview-clexacon.
    Last access on 01/05/2021.
                    

 
    





    
	4 
                        The     inaugural CLEXACON was held at
Bally’s Hotel and Casino, in Las         Vegas, from March 3-5 of
2017.
                    

 
    






    

    




    
    
        
        
            1.4 Media content and identity: a linguist perspective
        

        
        
    

    
    
        
                    

  

Kira Deshler in her work 
  

Not another dead lesbian: the Bury Your Gays trope, queer grief,
and
  

 The 100 (2017) discusses the main theories of reception to better
understand how fandoms receive and relate to the media texts they
consume. In her research study she mentions two seminal works by
Henry Jenkins, 
  

Textual Poachers
  

 (1992/2012), and Rebecca Williams’s most recent 
  

Post – object Fandom: Television, Identity and Self–narrative 
  

(2015), both focusing on fans behavior. In response to TV
productions, while Jenkins focuses on fan reception involving “the
way fans draw texts close to the realm of their lived experience;
the role played by rereading within fan culture; and the process by
which program information gets inserted into ongoing social
interactions” (Jenkins 2012: 53), Williams outlines the ways fans
may interact with media texts once they are no longer being
produced. This interaction with television shows, the scholar
maintains, may be understood as what Anthony Giddens termed “pure
relationships”, that is, some emotional tie which “continue[s] as
long as they provide two necessary rewards: the reflection of a
desirable self-narrative and ontological security”. By consequence,
“when a show ends, even without any heroes disappearing from the
plot, this may result in a period of mourning that is characterized
by destabilization and a subsequent ‘reiteration of discourse’.”
(Williams 2015: 24).

 
 These audiences have long been
seen as passive agents within systems of media articulation, simply
taking in the texts that are directed at them. (Deshler 2017: 22)
As maintained by Susan Drive in 
Queer Girls and Popular Culture: Reading, Resisting, and
Creating Media (2007), such a perspective is further
entrenched with regards to female viewers, “femininity has
conventionally been associated with gullible and irrational
receptions of mass media, which becomes a basis for stereotyping
girls as passive consumers.” (Driver 2007:13) Regardless of whether
the consumption of media texts is more passive or active, it is
clear that individual’s identities, especially those isolated young
people that rely on media the most, are shaped by the popular
culture that weaves in and out of their lives. Queer TV viewers and
in particular queer girls, have a distinctive relationship with the
media texts they choose to consume. Popular media may allow these
fans, in fact, to make sense of their place in the world and
articulate their relation to others, the two pillars in the process
of identity formation. (Driver 2007:21)  
 
 In TV series, umbrella term
recently re-defined by Monika Bednarek as a “label [which] covers
both scripted narrative series that are produced by television
networks and those that are produced by companies such as Amazon
and Netflix” - (Bednarek 2018:7), characters represent “stable
identities”, distinct from each other so that viewers can develop
relationships with them. “The desire of stable character with
consistent traits and personality is a major draw for serial
storytelling, as we want to feel connected to such characters
through parasocial relationships and might be quite disappointed if
they changed in ways that violate their initial connections and
appeals. (Mittel 2015: 141-2)  
 
 In the past 20 years, advertisers
have begun catering to a consumer base that had previously been
ignored, among the others, the LGBT+ community. One of the first
instances of this shift was in the 1990s when Subaru directed ad
campaigns specifically to lesbian women, even making sly references
to lesbian icon 
Xena: Warrior Princess (1995-2001), a character strongly
resembling our Lexa in 
The 100, and being featured in showtime 
The L Word (2004-09) in 2009. Narrowcasting that is, the
opposite of broadcast networking, “addresses niche audiences and
offers more accurate representations of minority groups.
Benefitting from a related regulation and diverse ownership, cable
can offer innovative content that challenges the status quo and
because it is less dependent on advertising revenue, it is less
afraid to tackle controversial topics.” (see Parsemain 2019, Kamen
2014, Kelso 2009)
 
 Since the 2010s “diversity” has
become an increasingly popular term used in political discourse to
signify a commitment to equity and inclusion, while in
entertainment is often used as a congratulatory description of
doing the bare minimum to include minorities. The recognition of
queer audiences as a profitable consumer base though has been
interpreted by fans, at some point, as a form of “lip service”
surrounding diversity and inclusion to the offensive practice of
“queer baiting” in TV series. One good example is offered by the
crime series 
Rizzoli & Isles (2010 –2016), where the relationship
between the two protagonists, agent Jane Rizzoli (Angie Harmon) and
medical examiner, Dr. Maura Isles (Sasha Alexander), is
consistently suggestive of sexual attraction but the characters
never actually enter into a sexual relationship.  
 
 The so called “Pink Dollar” has
become more and more appealing to advertisers as time passed, and
we entered the digital era with ABC, CBS and NBC losing their
dominance as cable television catering to niche groups such as
women (Lifetime), African-Americans (BET), young people (MTV), and
LGBT+ people (Bravo, Logo, Showtime). (see Aslinger 2009, Freitas
2007, Lotz 2007, Ng 2003, Parks 2004, Sender 2007). 

                    
    

    




    
    
        
        
            1.5 Language awareness and censorship
        

        
        
    

    
    
        
                    

  

In this section I will focus on the centrality of language in TV
productions considering, in particular, the relevance of language
awareness in the process of scriptwriting.

 
 The creation of contents for TV
series is to be understood as a collaborative process happening
within the framework of participation-based strategies, consisting
in the engagement between TV producers and their staff of
scriptwriters, on the one hand, and audiences of TV products, on
the other.
 
 Creation operates and takes place
in “the writers’ room” where the process of “breaking” of stories
happens. The writing team, or the show runner, review the dialogues
and ensures that the scripts “fit the standards” – the expression
will be clarified later on in this contribution - before finalizing
the script. This means that the staff have the opportunity of
rewriting every single line till the very last minute with the
studio executives called to give their approval in observation of
the standards of “decency” and “offensiveness”.
 
 This collaborative process may
include all or some of the following steps. First, writers,
sometimes collaboratively, map out the story arcs and the narrative
structure of the whole season and only afterwards, together or
individually, they reconsider the structure, plots, scenes for an
episode via a process called “breaking stories”, usually taking
place in the writers’ room, traditionally using a white board.
(Bednarek 2018) This represents the basis for an outline (a list of
scenes) if an individual writer is assigned to produce the outline,
the writing team (or just the showrunner) reviews it, providing
notes to the writers for revision. They eventually ensure that the
scripts “fit the standards” style and arc of the series and may do
major rewrites before finalizing the script.
 
 Network and studio executives also
provide notes during the whole process, including the outline and
script (ex. structure, style, characterization, offensiveness). So
the script may be influenced also by aspects of production, that is
budgetary constraints due for example, to scenes and dialogues
involving many actors, so more expensive. During post-production
changes can be made in the edit room, with editing or cutting lines
of dialogues to finalize the script so that it can “fit the
standards”.  
 
 To introduce the issue of
censorship I have chosen to quote from a cinematic dialogue in 
First Monday in October (1981). Two lawyers, Dan Snow
(Walter Matthau) and Ruth Leonis (Jill Clayburgh) discuss about
censorship on video productions. The woman is the upholder of the
censorship cause while the man tries to explain why censorship is
always wrong.
 
 Ruth: Are we doing our job if we
permit anything?
 
 Dan: What are we permitting?
 
 Ruth: Violence in the streets,
kids on drugs, filth, pornography. […]
 
 Dan: Censorship is an outrage.
[…]
 
 Ruth: That’s what we’re here
for.
 
 Dan: Not me.
 
 W: We’d better try. The people of
this country just have one absolute protection against chaos. The
Law. And you and I were appointed to this court for only one
reason. To uphold and sustain the Law.
 
 Dan: Watch out! You can’t turn the
Law into a straight jacket. […] It’s gotta fit easy, be
comfortable. […]
 
 It is my contention here that “the
dead lesbian syndrome”, and the characterization of LGBT+ women in
scripted texts, both stem from the more or less explicit censorship
practices adopted in TV series productions in the US, in
particular, being the majority of TV series produced in this
country.  
 
 Until 1968 the Motion Picture
Association of America, via the Hays Code, a set of “morality
guidelines” for the movies set in the 1930s, had prohibited
depictions of homosexuality on screen, categorizing it as
“perverse” topic. TV was also censored in such a way by FCC
(Federal Communications Commission), though the terms of censorship
were significantly vaguer. With the elimination of the Hays Code,
and the vague regulations of the FCC, censorship since the “Golden
Age of Cinema” has decreased overall.  
 
 This doesn’t mean however, that
internal regulations and censorship cease to exist as demonstrated
in our discussion on the “bury your gays” trope and the “dead
lesbian syndrome”.
 
 In the early 2000s, we learn, the
WB told 
Buffy the Vampire Slayer (1997-2003) creator Joss Whedon
that he couldn’t show two female characters, Willow and Tara, two
women in love, kissing on screen. When Whedon finally showed their
first on-screen kiss, it was a whole season after the couple had
first been introduced. Whedon, apparently not satisfied with the
result, continued to push the boundaries and decided to depict the
first lesbian sex scene on network TV a few seasons later in 2003.
At the time though, even Wheedon was forced, somehow, to solve the
plot in a more “decent” way. Willow’s girlfriend Tara was
eventually killed off the show by a stray bullet, exactly like Lexa
in 
The 100. This latter episode though happened in 2016 and
the audience had changed.
 
 Anyway, in 2017 broadcasting
networks got complaints from viewers about the over-abundance of
“homosexual content” on their shows. “One fan of the TV series 
Supergirl (2015) complained on Twitter, that the show was
becoming ‘too mature’ for her children to watch. […] Despite
detractors such as Twitter users and Christian organizations like
One Million Moms, it appears that depictions of queer characters on
screen are becoming (very slowly) more common. (Deshler 2017:
31)
 
 The FCC still regulates
broadcasting television and radio, and film must be catogorized
with the current rating system but the advent of streaming services
have suddenly and dramatically altered the picture. Such services,
in fact, can release content online and bypass any rating system of
censorship entirely. Thus, any prescriptions against depictions of
taboo topics such as race, sexuality, poverty, or disease are
implicitly rather than explicitly defined.  
 
 As observed by Monika Bednarek, an
insight into the degree of intentionality and awareness on the part
of the producers that lies behind the artefacts of TV dialogues is
important. (Bednarek 2018: 9) Piazza 
et al. (2011) identifies telecinematic discourse as
scripted, fictional (imaginative) narratives and television
narrative is defined as multimodal and multisemiotic text. The
scripted part of this, the way it is written and produced,
represent the core of linguistic investigation in such productions.
 
 
 Apparently, there seems to be
general agreement among scholars, such as Mandala (2007) and
Quaglio (2009: 10-11), that linguistic information is neglected in
scriptwriting pedagogy, that advice on dialogue writing relies on
intuition, and that while conscious awareness “clearly plays some
part in writing dialogue that is both convincing and thematically
effective […] the bulk of process occurs below the level of
conscious awareness.” (Mandala 2007: 67)
 
 Kay Richardson’s 
Television Dramatic Dialogue: A Sociolinguistic Study
(2010), defined by Bednarek “the most comprehensive outline in
linguistics to date”, (Bednarek 2018: 208) dedicates a whole
chapter to scriptwriters understanding of TV dialogue observation
in a UK television writers’ workshop. Richardson though doesn’t
discriminate between UK and US shows though the models of
productions differ a lot from one another.The production process in
US TV series is well illustrated in a “cult” study by Jason Mittel,

Complex TV. The Poetics of Contemporary Television
Storytelling (2015: 86-92).
 
 Business models differ a lot
between platforms (traditionally networks, subscription, cable or
digital distributors) and are subject to different regulations. As
clarified by Monika Bednarek, there also exist differences between
outlets (network, cable, subscription, etc…) which impact on
language use, especially in relation to the use of particular
swear/taboo words, for example, which are censored only in
network/broadcast television. (Bednarek 2018: 7)
 
 Moreover, TV series as both
creative and commercial products represent “hot properties, which
enable the extraction of maximum profits in minimum tie through
simultaneous distribution across multiple platforms and across the
globe.” (Pearson 2007: 252) Basically, the overall managerial
responsibility in the TV series lies with the producer or
“showrunner”, who is also the head writer, rather than the director
as in films.
 
 Such information is useful to
better understand that the content creation process is a
collaborative practice which is extended beyond the writers’ room
and involves fans via websites, blogs, memes, etc. As observed by
Tim Adams in his article appeared in 
The Guardian in 2017, they have become “places to get a
fix of favorite drama before the next series is uploaded. This
practice was pioneered by two US American TV series, 
The Good Wife (2009-2016) and 
Orange Is The New Black (2013-2019), with the production
providing “the backstory to the genesis and creation scenes in line
Twitter feeds, with white boards and interview links and photos.”
(Adams 2017).

                    
    

    




    
    
        
        
            1.6 The “spare me the word strategy”
        

        
        
    

    
    
        
                    

  

I have recently come to define the “spare me the word strategy” as
the language strategy, more or less consciously adopted by
scriptwriters who, in the awkward attempt to tackle controversy
with broadcast productions, end up erasing LGBT+ identities from
the scripts in TV series. (Melchiorre 2022) It is my contention
that it represents an alternative, and only apparently politically
correct, practice in comparison with the more visible and impacting
“dead lesbian syndrome”. In a recent linguistic analysis, I have
proposed a comparison between the occurrences and the collocations
of the words 
  

lesbian
  

 and 
  

gay
  

 in two US TV series: 
  

The Good Wife
  

 (2009-2016) and 
  

Supergirl
  

 (2015-2021) 
  


    

      
[1]
    
  
  

. The use of the word 
  

gay
  

 is much “preferred” to the word 
  

lesbian 
  

in prime-time TV shows aired on broadcasting channels, when
referring to homosexual women. Such observation has led me to
conclude that though not in itself a taboo/word anymore, the term

  

lesbian 
  

is still unfortunately perceived as such in many cultures.

 
 Such self-censoring practice,
adopted by scriptwriters and often resulting in the “emotional
segregation”

  
    [2]
  
 of queer viewers, certainly stems from the recommendations
issued by 
The Statement of Principles of Radio and Television
Broadcasters in force in the US. The document clearly states
that “[i]n selecting program subjects and themes of particular
sensitivity, great care should be paid to treatment and
presentation, so as to avoid presentations purely for the purpose
of sensationalism or to appeal to prurient or morbid curiosity”
(cit. Bednarek 2010: 219). In my most recent work on scriptwriting
for TV series presenting LGBT+ female characters, I also consider
how such “recommendations” have produced unexpected “collateral
effect” on scriptwriting. Such “collateral” damages prove useful in
the English for Media and Communication class to illustrate how
ideological perspectives impact language and produce distortions in
relation to the correct representation and perception/understanding
of LGBT+ identities in traditional and new media.
 
 Below I present just one
sample-dialogue involving two characters, Supergirl’s mother (Eliza
Danvers) and sister (Alex Danvers). It happens in a laboratory,
where the two women, both scientists, are working on a case. In
this scene Alex is forced to come out to her mother, after she has
started her relationship with Maggie.

  
    [3]
  

 
 
Mother: So what is it?
 
 
Alex: [misunderstanding] Oh. I’ve got the main frame breaking
down […]
 
 
Mother: No. I mean I know you’ve been trying to tell me
something
 
 
Alex: [sounding casual] Oh! No. [she leaves the desk and stands
up]
 
 
She moves to another desk giving her back to mother. Shaking
her head asks “How?”
 
 
Mother: Keeping a secret disagrees with you, sweetie. [Alex
turns]
 
 
Alex: [arms crossed] This isn’t like that mum. [with
sadness]
 
 
Mother: Does it have anything to do with Maggie.  
 
 
You mention her a lot. [she moves towards Alex]  
 
 
My beautiful Alexandra why, why is it so hard for you to tell
me?
 
 
Alex: I feel like I’m …I’m letting you down? Somehow
[nodding]
 
 
Mother: Why would you’re being gay ever let me down?
 
 
Alex: You always wanted us to have a regular life
 
 
Mother: Alex…Look at the life our family has led.  
 
 
Look at me, look at your sister.  
 
 
I don’t think you believe I ever expected you to have a regular
life.
 
 
You were always gonna be different Alex, because you were
always exceptional and I love [stressed] you however you are [Alex
about to cry nodding]
 
 
Come here [mother hugs Alex. Alex exhales]
 
     
  
  
  
  

                    

    
	1 
                        As      we have seen in this contribution,
Supergirl became the target of       the protest led by Christian
groups when same-sex love story between    Alex Danvers,
Supergirl’s sister, and Maggie Sawyer, was introduce      to the
public. In this case too, fandoms have started to refer to      
the couple as Sanvers, which likewise Clexa, results from the
crasis    of the family names of the two female characters.       


  

https://www.youtube.com/channel/UClsd6hYGSnFrQ53YMYiOZ0Q/videos
.
                    

 
    





    
	2 
                        The     topic of “emotional segregation” is
almost exclusively discussed        within the field of
ethnic-racial studies though it is central in       questioning the
institutionalized process whereby some viewers,         namely
queer viewers, are unable to see themselves as emotional        
equals, or as capable of sharing the same human emotions and   
experiences of the rest of the audience. Bednarek (2018: 29)
                    

 
    





    
	3 
                        
Supergirl      “Medusa”, S02E08, 2016.
                    

 
    






    

    




    
    
        
        
            1.7 Conclusions
        

        
        
    

    
    
        
                    

  

In this contribution I have proposed a transdisciplinary approach
with the objective to draw the attention on two apparently
unrelated phenomena that have hit the headlines as “the dead
lesbian syndrome” across the web and the strategy I have come to
define “the spare me the word strategy”.

 
 The data presented, mostly
retrieved from official sources, mostly GLAAD reports, clearly show
evidence of the phenomenon, which reached its apex in TV shows in
the season 2016 and help explain the following virtual riot
organized via social media by LGBT+ fandoms. Such a vehement
reaction on the part of fans has produced interesting effects,
first the creation of an international network of LGBT+ content
creators, secondly, it has effectively impacted the revision of the
representation of LGBT+ identities in media products.  
 
 Such revision though having
affected the representation in video of LGBT+ characters has not
involved, to the same extent at least, the language “designed” for
them. In order to highlight this aspect, I have therefore hinted at
my current research on what I have parodically termed “the spare me
the word strategy”, that is, a language strategy adopted by
contemporary scriptwriters to tackle controversy and bypass
censorship.  
 
 This latter research aims to
demonstrate that in the digital era, at a time of perpetual
interaction, real connections with audiences are only possible when
hate speech and toxic messages are kept at the door of such serious
discussions, and language awareness and the use of a more
respectful language put the word/language at the core of any form
of textual analysis.
 
 The special focus on language is
also highlighted by the presence in the final part of this
contribution of a useful glossary for the audience of TV series
presenting LGBT+ issues.

                    
    

    




    
    
        
        
            Glossary 
        

        
        
    

    
    
        
                    

  

“
  

Bury your gays” trope

 
 
Bury Your Gays is a literary trope which originated in the
late 19th century, gained traction in the early 20th century, and
which persists in modern media. The pattern of this trope’s usage
states that in a narrative work (novels especially), which features
a same-gender romantic couple, one of the lovers must die or
otherwise be destroyed by the end of the story. Many instances of
this trope draw a direct correlation between the couple confessing
their feelings for one another, kissing, having sex for the first
time and the character’s death; they often die mere moments or
pages after their relationship is confirmed for the audience. 

https://scholarworks.gvsu.edu/cgi/viewcontent.cgi?article=1579&context=mcnair#:~:text=Originally%2C%20Bury%20Your%20Gays%20(also,social%20backlash%2C%20breaking%20laws%20regarding%20%E2%80%9C
Last access 01/04(2022)
 
 
Dead Lesbian Syndrome  
 
 See “Bury your gays” trope applied
to female characters.
 
 
Cisgender  
 
 Often shortened to “cis,”
cisgender is a term used frequently in the intersectional,
feminist, LGBT+, and 

transgender communities. It is an adjective used to describe
someone whose gender identity matches their body and the gender
assigned to them at birth-- in other words, someone who is not 

transgender, 

nonbinary, or intersex. 

http://queerdictionary.blogspot.com/2014/09/definition-of-cisgender.html.
Last access 01/04(2022)
 
 
Fandom  
 
 Use the word fandom to talk about
the community of people who admire a particular celebrity, hero,
sports team, or TV show. If you are president of the Boston Red Sox
fan club, you’re part of the team’s fandom. 

https://www.vocabulary.com/dictionary/fandom . Last access
01/04(2022)
 
 
Heteronormative  
 
 Heternormativity is the belief or
assumption that all people are heterosexual, or that
heterosexuality is the default or “normal” state of human being. 

http://queerdictionary.blogspot.com/2014/09/definition-of-heteronormativity.html.
Last access 01/04(2022)
 
 
LGBT+
 
 The language used to talk about
LGBTIQ people is constantly evolving. New terms appear. Terms that
were forgotten or unused, even terms that at some point were deemed
derogatory, have been reclaimed and have entered into common
parlance today. In a move towards inclusivity, the older, shorter,
acronym - LGBT - has been expanded.  
 
 
LGBTQIA 
– Lesbian, Gay, Bisexual, Transgender, Intersex, Queer
and/or Questioning, and Asexual and/or Ally
 
 

https://outrightinternational.org/content/acronyms-explained.
Last access 01/04(2022)
 
 
Lip service
 
 An avowal of advocacy, adherence,
or allegiance expressed in words but not backed by deeds — usually
used with “pay”
. 

https://www.merriam-webster.com/dictionary/lip%20service. Last
access 01/04(2022)
 
 
Narrowcasting
 
 Narrowcasting is defined as an
activity that spreads a specific message to a selected small group
and over a small geographical area. Its objective is to deliver
customized ads based on the past buying pattern and liking of
potential recipients. 

https://www.marketing91.com/narrowcasting/. Last access
01/04(2022)
 
 
Pink dollar
 
 The 

money 

spent by gay people as a group. 

https://www.macmillandictionary.com/us/dictionary/american/the-pink-dollar
. Last access 01/04(2022)
 
 
Prosumer
 
 Refers to consumers involved in
production activities. […] Participation of customers in the
production process of content of information. 

https://www.igi-global.com/dictionary/sharing-economy-as-a-new-organization-model/23887.
Last access 01/04(2022)
 
 
Queer baiting
 
 The term 

  queerbaiting
 refers to the practice of implying non-heterosexual
relationships or attraction (in a TV show, for example) to engage
or attract an 
LGBTQ audience
or otherwise generate interest without ever actually depicting such
relationships or sexual interactions. 

https://www.dictionary.com/e/slang/queerbaiting/. Last access
01/04(2022).
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This textual analysis documents different aspects of hegemonic
femininities in 
  

Maid
  

, a popular program released on Netflix in 2021 that follows a
young white heterosexual single mother struggling to survive in the
Pacific Northwest of the United States.

 
 I argue the main character Alex represents neoliberal hegemonic
femininities while her mother, Paula, represents traditional
hegemonic femininities with regard to sexual availability,
financial independence, and silence about domestic violence.  
 
 Throughout the program, Paula tries to help her daughter by
reinforcing outdated notions of reliance on a man regardless of the
accompanying abuse. Alex contests these ideas by embracing a
neoliberal approach to improving oneself individually. Both women
are inevitably punished for their suspected failures.  
 
 Hegemonic femininities in popular culture is an important area
of study because it reveals ideologies that might otherwise remain
uninterrogated.
 
 
Keywords Hegemonic femininities, neoliberalism,
inequality, 
Maid, consumerism

                    
    

    




    
    
        
        
            2.1 Introduction 
        

        
        
    

    
    
        
                    

  

Maid
  

 was released by Netflix on October 1, 2021. Stephanie Land’s 2019
book titled 
  

Maid: Hard work, low pay, and a mother
  

’
  

s will to survive
  

 served as the basis for the program. Over the course of the
10-episode series, viewers watch Alex, a young mother of
three-year-old daughter Maddy, as she struggles to make ends meet
on her own in the Pacific Northwest of the United States.
Throughout Alex’s arduous journey to independence, she confronts a
broken social safety net system and begins to understand how and
why she wants to live differently than her mother, Paula. The
intense drama earned several award nominations and won the Writers
Guild Award for Adapted Long Form in 2022 (Writers Guild of America
West, 2022).


                    
    

    




    
    
        
        
            2.2 Theoretical foundations
        

        
        
    

    
    
        
                    

This study is primarily informed by neoliberalism and hegemonic
femininities. To contextualize the study in relation to previous
research on postfeminism and neoliberalism, I rely on the work of
several scholars and will briefly summarize relevant points
(Banet-Weiser, 2011; Budgeon, 2009; Kanai & Gill, 2020;
McRobbie, 2009; Tyler, 2009). I will then summarize why I aligned
this study with the concept of hegemonic femininities (Hamilton et
al., 2019; Paechter, 2018; Schippers, 2007) rather than emphasized
femininities (Connell, 2005; Connell & Messerschmidt, 2018;
Messerschmidt, 2020).

 


 
 
Neoliberalism


  

    


  

 
 Neoliberalism, with regard to
gender roles, encourages young women to embrace the cultural
changes that have given them more opportunities in the workplace.
With these new opportunities, women are celebrated for their
consumerism (Banet-Weiser, 2011; Budgeon, 2009; Kanai & Gill,
2020; McRobbie, 2009; Tyler, 2009). Their buying power not only
satisfies basic needs like food, shelter, and clothing, but it also
values them most for their adherence to maximizing their individual
worth as aspirational upper middle-class [white] women. They are
now tasked with purchasing and wearing current and ever-changing
fashions, maintaining bodily beauty standards like weight
management and fitness, and are still responsible for household
duties like childcare, making dinner, cleaning the house, and other
familial chores. In the neoliberal world, as McRobbie (2009)
explains, men, as loyal capitalist subjects, are freed to work late
outside the home and not required to help in the home unless they
choose to while women pursue the difficult and often impossible
ideal of successful working mother. Catherine Rottenberg’s (2018;
2019) critique of Ivanka Trump’s book 
Women Who Work provides a cogent example of the
perpetuation of the ongoing unrealistic pressures placed upon women
by the logics of neoliberalism. Rottenberg argues that Ivanka Trump
and women like her reinforce social class differences by employing
working class women to perform the private sphere tasks like
child-rearing and other forms of care work while they earn money
outside the home. When these same upper-middle class women fail at
the unrealistic goal of balancing full-time work outside the home
with care responsibilities inside the home and becoming their best
selves, the women are themselves to blame. Possible neoliberal
explanations for their failure include choosing an unsuitable
heterosexual partner or an inability to find work-life balance
(Marwick, 2010).  
 
 McRobbie (2009) argues that
neoliberalism renders feminism no longer necessary because women
have been freed from the household and private sphere to also take
their rightful place in the public sphere of the work world. While
McRobbie (2009) acknowledges there are benefits to increasing
women’s presence in the public sphere, she points out that women
are now responsible for duties in both the private and public
sphere. Blame is again individualized when women who are unable to
meet these new demands are seen as failures. This of course draws
attention away from the inherent inequalities of a capitalist
system (Kanai & Gill, 2020). Life opportunities for non-middle
class and or non-white women are continually curtailed based on a
public school system in the United States whose educational quality
is dependent upon one’s zip code (Palochko et al., 2019). Women
still earn less than men doing the same jobs (Corbett, 2022). The
illusion of equality maintains an institutionalized social system
designed to benefit those who already have financial and/or racial
privilege.  
 
 
Hegemonic femininities
 
 In this section, I discuss the
related but competing concepts of emphasized femininities versus
hegemonic femininities. Gill (2011) argued that sexism is a term
that declined in popularity but remains an important tool for
inquiry. She asserts that scholars should see sexism as “an agile,
dynamic, changing and diverse set of malleable representations and
practices of power” (p. 62). Directly related to the concept of
hegemony, sexism is perpetuated by media representations of unequal
gendered relations. Media is an important area of study because it
reveals dominant ideologies and reinforces particular forms of
social interaction.  
 
 Connell (2005) and Connell and
Messerschmidt (2018) are most known for their theorizing of
hegemonic masculinities. They explained that men conduct themselves
in gendered socially acceptable ways by learning appropriate
behavior from family, friends, school, religion, and media, among
other sources. In performing these roles as men, Connell and
Messerschmidt (2018) argue, unequal gender roles are reinforced
wherein women are always subordinate to men. They also posited that
women reinforce unequal gender relations and their own
subordination through a concept they termed “emphasized
femininities” (Connell, 2005; Connell & Messerschmidt, 2018;
Messerschmidt, 2020). They maintain that only masculinities can be
hegemonic because femininities cannot by themselves legitimate an
unequal gender order (Connell, 2005; Messerschmidt, 2020).  
 
 Feminist scholars have pointed to
inadequacies in the concept of emphasized femininities and assert
that the related concept of hegemonic femininities provides greater
space for theorizing (Hamilton et al., 2019; Paechter, 2018;
Schippers, 2007). Paechter (2018) explained that “by concentrating
on dominant men and their relationship with other men, we have
ignored or taken for granted the positions of women” (p. 122). She
continued “the normalization of hegemonic gender forms makes it
appear to those oppressed by them that such forms are not just how
things are but how they ought to be” (p. 122). This is the very
definition of hegemony—believing that the world and our
relationship dynamics within it are pre-ordained in some way, as
part of a natural order. In fact, our understanding of the world is
not natural but instead socially constructed and the existing power
structures reinforce themselves in an ongoing negotiation.
“Hegemonic performances are those which act, within a particular
context, to uphold a gender binary and maintain traditional social
relations between genders” (Paechter, 2018, p. 123). In this
instance, unequal gender relations where men are seen as superior
to women is common and taken for granted.
 
 Schippers (2007) argued “hegemonic
femininity consists of the characteristics defined as womanly that
establish and legitimate a hierarchical and complementary
relationship to hegemonic masculinity and that, by doing so,
guarantee the dominant position of men and the subordination of
women” (p. 94). She also encourages researchers to document the
ways “hegemonic masculinity and femininity are refracted through
race and class difference” (p. 98). She suggests these questions as
starting points: “what are the characteristics and practices valued
in white, middle-class women that hetero-sexualize their
relationship with white, middle-class men? What idealized features
of femininity construct them as weak or ineffectual in relation to
white, middle-class men?” (Schippers, 2007, p. 98). These questions
served as a starting point for the textual analysis of hegemonic
femininities in 
Maid.  
 
 Other feminist scholars have also
found Connell (2005) and Connell and Messerschmidt’s (2018)
theorizing lacking. In particular, Hamilton et al. (2019) stated
“occasionally, women may, consciously or not, draw on their
abilities to approximate hegemonic femininities to compensate for
class or race disadvantage” (p. 331). In the program 
Maid, because Alex is living in poverty, she is vulnerable
to the pressures of performing neoliberal hegemonic femininities.
“Personal mobility projects often involve these kinds of trades
because women who can do so may opt to affiliate with affluent,
white men” (Hamilton et al., 2019, p. 331). Paula, Alex’s mother,
has done this in her past when she became romantically involved
with men who had homes or other material possessions that would
help her survive and it is unsurprising that Paula sees this as a
solution for Alex too. “Investments in hegemonic femininities may
help women improve their own class or race standing—but in ways
that do not challenge (and may even uphold) the axes of oppression
that make painful trades necessary” (Hamilton et al., 2019, p.
331). They argued that “individual women work against the interests
of women in general but toward their personal advancement”
(Hamilton et al., 2019, p. 332). The women who have hired Alex to
clean houses are women who use class privilege to reinforce their
elevated place in the hierarchy. In neoliberalism, “clear judgments
of whose bodies have been identified as ‘dispensable’” take place
(Kanai & Gill, 2020, p. 17). Though Alex is a white
heterosexual woman, she has no money, and her body is therefore
seen as dispensable in the housecleaning context. She performs
unspeakably disgusting tasks while she cleans the homes of others
because she is desperate to provide for her family. Alex’s plight
serves as a warning to other young women to earn their educational
credentials and wait to have children until they find a suitable
partner in order to avoid these workplace indignities.
 
 In summary, women in a neoliberal
society are encouraged to maximize their opportunities in education
and the workplace to secure their position and ascend to white
upper-middle class womanhood (McRobbie, 2009). These same women are
encouraged to balance a rewarding career with family life that
includes an equally successful husband and children (McRobbie,
2009). Women who diverge from this path are marked for punishment
either because they did not achieve satisfactory educational
credentials like a college degree or they selected an unsuitable
partner with whom to raise a family (Kanai & Gill, 2020;
McRobbie, 2009). This sleight of hand obscures the sexism and
inequality inherent in a neoliberal capitalist society (Kanai &
Gill, 2020). In the neoliberal imaginary, hegemonic femininities
differ from previously accepted femininities in an ongoing
contestation. Media representations of hegemonic femininities are a
rich arena in which to study this contestation.
 

  

In this study, I analyze the mother daughter relationship as a site
of hegemonic femininities contestation in which Alex, a neoliberal
subject, is advised by her mother Paula, a more traditional
heteronormative subject, that women must fulfill certain roles.
Alex struggles against Paula’s insistence on dated forms of
gendered subjugation because Alex seeks her own “independence” free
from abuse and unequal gender relations as a neoliberal subject. In
the process, Alex is inevitably forced to embrace new forms of
domination.
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I used textual analysis for this project because I wanted to
explore hegemonic femininities that are being contested in 
  

Maid
  

, a program about a white cisgender woman living in poverty in the
United States. Ideological studies are appropriate for textual
analyses because they provide ample space for researchers to
document the perpetuation of certain ways of looking at the world
(Lindlof & Taylor, 2002; McKee, 2006). To conduct the study, I
watched all 10 episodes in the series at least twice. The first
time I watched the episodes, I took notes and followed the plot.
During the second viewing, I paid closer attention to the role
Paula played in the series and identified certain episodes and
scenes in which Paula was featured, paying attention also to the
representation of neoliberalism as embodied by Alex. I then
re-watched the identified scenes and documented the contestation
and negotiation of hegemonic femininities between Paula and
Alex.
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Maid
  

 illustrates the ongoing contestation of hegemonic femininities
between Alex’s neoliberal approach and Paula’s more traditional
approach in three separate but related arenas: sexual availability,
financial dependence, and silence regarding domestic violence. I
will outline how each site is contested below.


 


 
 
Sexual availabilit

y


  


    


  

 
 Throughout the series, Alex finds
herself and her daughter without a safe place to live. For a brief
time, Alex stays with her mother Paula in a travel camper but
eventually needs to leave. At one point, Alex, her daughter Maddy,
and her mother Paula all stay with one of Alex’s male friends,
Nate, in a tidy middle-class home. In this dialog, we see the
contestation of neoliberal and traditional approaches to gender
roles as embodied by Alex and Paula:  
 
 Paula: Just bone him already. He’s
cute, sweet. He’s got money. He’s good with Branson…. What’s the
problem? Just be Nate’s girlfriend then it’s not weird for us to
live here.  
 
 Alex: Yeah. I’m just gonna do some
mild prostitution, Mom.  
 
 Paula: It’s not prostitution if
you like him. And you do. I can tell.  
 
 Alex: Even if I do like him, he’s
not the kind of guy I’m gonna bone for free housing. He’s
relationship material.  
 
 Paula: Great. We’ll vacation in
St. Bart’s. (S1E7 String Cheese, 18:10)
 
 In the above exchange, Paula makes
clear that she is uncomfortable with them living in Nate’s house
without some form of sexual payment. Paula also sees immediate
(having safe shelter) and future possibilities of an easier and
safer life (vacationing in St. Bart’s), if only Alex provides sex
to Nate. It is Alex’s rejection of Paula’s advice that makes Paula
so uncomfortable. Alex tries to explain her long-range plan that
rejects dependence on any man:  
 
 Alex
: I’ve just got out of a long-term thing with
Sean. Maybe I don’t want to be dependent on a guy for a hot second.
You know? Maybe I wanna go to college and get off food stamps and
buy a fucking house plant.  
 
 Paula
: Okay. Nate’s house sure is nice. Maybe a
well-timed blow job. Make your mama proud. (S1E7 String Cheese,
19:10)
 
 In this scene, Paula reinforces
traditional notions of the strict gender roles she had to follow.
Alex sees herself as more of an individual who wants to be
independent and therefore clearly reflects neoliberal values of
self-sufficiency and consumerism (i.e., buying a house plant) even
though she is a single mother. Further, Alex’s rejection of her
dependence on a man calls into question the ways Paula sees herself
as having moved through the world with limited gendered options and
causes Paula to lash out. Paula later remarked in the same episode
“Must be nice. You don’t even have to spread your legs. They just
pant around you anyway” (S1E7 String Cheese, 36:37). These ideas of
relying on a man in exchange for sexual availability articulated by
Paula are framed as outdated and unnecessary because women in a
neoliberal society should financially support themselves. This, of
course, belies the difficulty of providing for a family as a single
mother in a capitalist society. It also obscures the punishment
directed at women who do not earn college degrees prior to having
children and women who choose unsuitable heterosexual partners. 


 


 
 
Financial dependence


  

    


  

 
 Another instance in which
neoliberal and traditional hegemonic femininities is illustrated in

Maid surrounds the topic of financial independence and
financial literacy. Paula’s artistic flair and free spirit
seemingly conform to a second-wave feminist approach to life by
eschewing the traditional gender role of a homemaker but Paula’s
adherence to financial dependence upon the men in her life prevent
her from seeing the clear financial abuse in her daughter’s
relationship. In fact, Paula dismisses Alex’s recount of Sean’s
(her former romantic partner) confiscation of her ATM card because
Alex forgot to pay a utility bill by saying that both Paula and
Alex are “shitty” with money (S1E3 Sea Glass, 26:50). Paula has
clearly internalized hegemonic femininities of women being unable
to properly handle money and the preference for male partners to
pay the bills. Paula tries to explain her stance: “I’m obviously
supporting you here, but can I name 450 things that men have done
to me that are worse than balancing a checkbook? Yes, I can!” (S1E3
Sea Glass, 27:16). Again, we see Alex embracing neoliberal
hegemonic femininities by desiring financial knowledge and
financial independence while her mother reverts to traditional
hegemonic femininities of women being better suited to
child-rearing and homemaking. Later in the series, Paula loses her
home due to the gambling debts accrued by her current husband,
Basil. The program mocks Paula’s approach to financial
responsibility and it is clear to viewers that Alex needs to take
responsibility for her own finances as all neoliberal subjects
should.

 


 
 
Silence regarding domestic violence


  

    


  

 
 Paula’s explicit acceptance of
financial abuse inflicted upon her daughter Alex by her former
partner comes as no surprise. Similarly, when Alex confronts Paula
about the domestic violence Paula suffered at her father’s hands in
her childhood, Paula predictably responds, “Oh, damn, Alex. Why do
you wanna bring up that dark shit?” (S1E5 Thief, 53:39). In
refusing to acknowledge that Paula was physically abused by a
former partner, Paula continues the silence around domestic
violence which provides cover for and perpetuates it. In this
scenario, Paula blames Alex for asking about the abuse rather than
acknowledging Alex’s father’s culpability. These forms of hegemonic
femininities are continually legitimated by Paula. Alex’s desire to
unearth traumatic memories in order to deal with them and mentally
move on reflects Alex’s alignment with neoliberal hegemonic
femininities, like constantly improving oneself.
 
 These two different understandings
of sexual availability, financial independence, and domestic
violence serve as succinct examples of traditional and neoliberal
hegemonic femininities of white cisgender heterosexual women in
poverty. Certainly, it is important for all women to have bodily
autonomy, financial independence, and the freedom to live without
violence. However, in both approaches, women are punished, and
their rights are curtailed. Neoliberal hegemonic femininities
encourage viewers to understand Alex as a young woman who did not
avail herself of myriad opportunities for schooling and employment
prior to getting pregnant with Maddy. Because Alex did not graduate
from college, she faces problems in a capitalist society that
requires all of its subjects to be wage-earners or to have
accumulated wealth. In short, Alex violated neoliberal hegemonic
femininities by failing to earn educational credentials and for
selecting an unsuitable partner with whom to have children
(McRobbie, 2009). Viewers are encouraged to see that Alex has only
herself to blame and that her opportunity for redemption will be in
earning a college degree.  
 
 Paula’s recommendations for Alex
to adhere to traditional hegemonic femininities is also
problematic. If Alex had acquiesced and had sex with her friend
Nate in exchange for housing, Alex would have become beholden to
Nate. Remaining financially illiterate is a dangerous stance to
take in a capitalist society and so is staying silent about
domestic violence. In the program, some of Paula’s advice is
delivered in the midst of her mental illness, something not
mentioned in the book. Viewers are invited to understand Paula as
an inept outdated mother and grandmother who reinforces patriarchal
notions of traditional hegemonic femininities. Though some might
dismiss Paula’s ideas as anachronistic, Paula’s reasoning is
logical in many ways. In a capitalist society in which women are
continually underpaid compared to men, surviving remains difficult
as a single mother. It is likely that Paula only sought to protect
her daughter from the exhaustion of individualized responsibility
for all aspects of her life in a capitalist society. Watching Alex
struggle while navigating inadequate social safety net programs
created by white middle-class men is painful and heart-wrenching
but neoliberalism dictates that Alex needs to figure it all out on
her own rather than work collectively with other women to find
solutions. Both neoliberal and traditional hegemonic femininities
reinforce unequal gender relations and most troubling is that they
do so in ways that sometimes seem empowering (Banet-Weiser, 2018). 
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This study provides an original contribution to feminist
scholarship on the representation of neoliberalism’s triumph
embodied by Alex over traditional approaches to gender relations as
represented by Paula. As Tyler (2011) summarized “one of the
defining contradictions of neoliberalism is that it is packaged as
concerned with individual freedom, choice, democracy, and personal
responsibility” while it destroys social safety nets and celebrates
consumerism (p. 22). In 
  

Maid
  

, we see evidence of a young white cisgender heterosexual woman,
Alex, trying to take advantage of the opportunities higher
education promises. Alex’s gravest mistake is being a single mother
because the neoliberal capitalist system is not designed to
accommodate single mothers. Paula, Alex’s mother, knows this
intimately because she has struggled as a single mother
herself.

 
 In this study, I argued that Paula
reinforced traditional hegemonic femininities as a survival
technique while her daughter Alex contested and rejected those
femininities in favor of neoliberal femininities. Both approaches
reinforced unequal gender relations. From a neoliberal standpoint,
Alex’s and Paula’s choices as mothers reflect their inability to
choose a suitable partner/husband who was not abusive. They also
failed as “empowered” women because they could not effectively
manage money. Paula’s insistence upon Alex pairing up with a man
for housing shows how clearly she understands notions of
traditional femininities. It is nearly impossible for a single
mother to be or be seen as a success on her own, unless she is a
rare exception like Angelina Jolie, Madonna, or Sandra Bullock
(Favara, 2015).  
 
 In a neoliberal world, women still
need men but their relationship to them is paradoxical. They need
them for an acceptable nuclear family, but this increases the
expectations for women’s responsibilities from the workplace to the
home. Young women are independent financially until they meet a
suitable mate with whom to raise a family (McRobbie, 2009). In 
Maid, Alex failed at securing a degree prior to meeting
Sean and getting pregnant with Maddy. In sum, neoliberalism would
tell us that all of these mistakes committed by Alex are
individualized and she alone is at fault because she cannot fulfill
her most important role as a consumer and is dependent upon the
government for financial support (Kanai & Gill, 2020; McRobbie,
2009). Paula sees Alex’s failures in exhibiting traditional
hegemonic femininities and wants to help her but only reinforces
the unequal gendered status quo in the process.  
 
 This is a qualitative textual
analysis and therefore the findings are based upon my own analysis
of the text. Other scholars might come to different conclusions,
but my interpretations are no less important because of the
ideological analysis I offer for consideration. Future research
could explore the contestation of hegemonic femininities in other
streaming or broadcast programs that feature women in poverty. A
comparative analysis could provide additional insight into the
framing of different races of women in poverty in addition to
different sexualities.
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This study shows how various representations of architecture - from
Renaissance literature to the emergence of media in modern
architecture - have contributed to the fossilisation and
normalisation of binary gender identities, with the intention of
exploring the following questions: does the body recognise itself
in its city? To which bodies and subjectivities, and to what needs
do the city and urban projects seek to respond?

 
 This study builds on the research
of Adrian Forty, who has analysed how language has shaped gendered
identities and how the architectural experience changed after
modernism, when gendered language seemed to disappear. In addition,
the work of Beatriz Colomina, one of the first to address the issue
of sexuality in architecture, is presented, as well as the
preparatory drawings and photographic material for the works
themselves. In her studies she places architectural works in
dialogue with cinematic spaces, because for the author architecture
becomes modern with the advent of mass media. Finally, Paul B.
Preciado’s work on Playboy architecture will also be analyzed, to
demonstrate how architecture was mobilized to shape a new sexual
and consumer identity for the American male. Indeed, with Hugh
Hefner, founder of Playboy Magazine, architectural taste became
critical to success in the art of seduction and Playboy’s idealized
world became a reality that was ingrained into America’s national
identity and had a massive global impact. Finally, I will focus on
Zaha Hadid’s architectural practices in relation to Donna Haraway’s
cyborg-feminist studies.
 
 
Keywords Architecture, urban space, city,
transfeminism, language, queer studies, media studies
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The house, like the city, has often been described as an extension
of the body itself, if not a kind of reincarnation of the human
body in a built environment created to house it: the body becoming
the house, the house becoming the body. But when we talk about
bodies inhabiting houses and occupying cities, what bodies are we
talking about? And how can we interrogate architecture and urbanism
to understand the role of power exercised by the built
environment?

 
 Beatriz Colomina writes that while
theoretical research in the field of architecture and urbanism is
of great importance, the issue of sexuality is constantly ignored
in both theory and practise, even though there are numerous
feminist studies that have been addressing it for years. According
to the author, “the politics of space is always sexual, even if
space is central to the mechanisms of erasure of sexuality”
(Colomina, 1992). Finally, what kind of bodies are we building
today with our contemporary technologies, and what system of social
organisation of sexual difference and the sexualised body are we
creating?
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Language is the most important instrument for describing political
changes, for describing a work of art and for expressing our
thoughts. As research in this regard has sufficiently shown,
different spoken and written languages construct different
imaginaries and form different modes of thought production
(Boroditsky 2018). Language thus constructs and modifies the way we
think and perceive external space.

 
 According to Adrian Forty (Forty,
2004: 11-14), architecture is a system composed of the material
product; the images, such as drawings and photographs; the words or
discourses and critiques produced around the practise of
architecture.
 
 As Forty explains, the practise of
gender ascription (or gendering) in the specific language of
architecture began during the Renaissance. It was in the interest
of architects, artists and scholars to formulate an
architecture-specific vocabulary to structure ideas and judgements.
In his book, Adrian Forty lists numerous critics and artists who
described classicism using antithetical and binary adjectives,
especially masculine and feminine. Thus, a masculine building
implied solidity, propriety, simplicity and virility, it was
suitable for public and majestic spaces, while in contrast, a
feminine architecture was ambiguous, weak and decorative. With few
exceptions, male architecture was considered superior to its female
counterpart: while the former was resolute and clearly expressed
its purpose, decorative elements were only allowed when absolutely
necessary, leaving some room for vagueness and ambiguity (Ibid.: 48
- 49), precisely because their function was to fascinate. One
example is the association of genders with the classical orders. On
this subject, Sir Henry Wotton, in his book 
The Elements of Architecture of 1624, writes:
 
 The Doric, as the most solemn of
the orders, is more suited to works for civil use than those that
follow, as it bears more masculine traits (...). The Ionian, on the
other hand, is characterised by a kind of feminine suppleness
which, as Vitruvius stated, rather than reflecting the form of a
trivial housewife, recalls the sober elegance of a Matron’s dress
(...) The Corinthian is a column, lasciviously adorned like a
courtesan, and has much of the place where it was born: Corinth,
undoubtedly among the most extravagant cities in the world.
(Russell, 1997: 47-48).
 
 It is interesting how Sir Henry
Wotton emphasises not only the differences between male and female,
but also between different types of femininity based also on sexual
orientation. According to Forty, this sexualised language will
continue to be used in architecture into the modernist era (Ibid:
56).
 
 For example, Forty analyses the
word 
form, a key term in the modernist lexicon, which in
architecture denotes the ability to resist gravity. The term, he
argues, stands for a masculine ideal and was developed by Heinrich
Wöfflin, who, inspired by the philosophy of Kent and Hegel,
developed the idea that
 form was based on the “empathic projection of the essence
of one’s own body into architectural form” (Ibid.: 57). This
concept, in turn, reflects Winckelmann’s reading of classical
figures: in sculpture, form is the representation of the
convergence of physical and mental effort during a state of
stillness, which is best observed in the male figure. The classical
female figure, on the other hand, is traditionally in a resting
position. Therefore, the body Wöfflin refers to is the body of a
man, and consequently the 
form is a male concept. Indeed, architectural
constructions that were considered well-built and efficient were
traditionally associated with the masculine, as they embodied an
ideal of strength and power that could not be associated with the
feminine. Finally, Forty concludes that when scholars and
architects stopped defining architecture in gendered terms, as
happened in the era of modernism, the identification of superior
architectural design as masculine in the vernacular continued to be
successful.
 
 Looking at the language used to
describe and discuss buildings and architectural structures, spaces
that are intimately connected to bodies and the life that inhabits
them, it can be argued that language historically identifies the
feminine as a weak entity and the masculine as a strong one. I will
now show how mass media was used in modernist architecture and
helped to solidify and normalise gender binarism (and also strong
sexism).
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According to Beatriz Colomina, architecture only became modern
through its encounter with the mass media. In this context, two
examples are very interesting, which may seem contradictory at
first glance, but are of great importance.

 
 On the one hand, there are
influential modernist architects in this period; on the other hand,
there is a changing society that needs new models. In 1962, the
architectural historian Sigfried Giedion defined Playboy
architecture as that post-war American architecture that stood in
opposition to modern architecture, which, according to the critic,
“carried [...] the spirit of European civilisation” (Preciado,
2020: 14), as Playboy architecture was considered “superficial and
escapist” (Ib: p. 15) because it was based on the public display of
sexuality through the mass media in use at the time. Giedion
himself compared Playboy architecture to Le Corbusier’s chaste and
traditional design of La Tourette in 1959.
 
 The two examples are represented
by Le Corbusier, who is considered the founder of modernist
architecture, and Hugh Hefner, the founder of the famous Playboy
magazine. In fact, I would like to focus on the different ways in
which Le Corbusier and Hugh Hefner publicly portrayed intimacy and
sexuality through the use of mass media.

 


 
 
Case One: Le Corbusier


  

    


  

 
 Modernism is a philosophical
current that has been present in Western society since the mid-19th
century. It has influenced society on various levels, mainly
through its ability to completely rethink architecture. One of the
most important architects of this time was Le Corbusier, who
succeeded in giving architecture new perspectives with his Le
Modulor. Le Modulor is a patented system of proportions for
buildings based on the figure of a human being, but not just any
human being: it is a man whose sexual characteristics are visible.
He does not just represent a generic male model, but rather
embodies a precise idea of masculinity: he is dynamic, 1 metre and
75 cm tall, and shows his dominant right arm stretched upwards. Le
Modulor (Fig. 1) can indeed be considered a sexualised body,
because he embodies an ideal of masculinity that is closely linked
to the sexual sphere and evokes elements such as power, masculinity
and physical strength that perfectly represent the idea of the
modern man.
 
 The modern age is ultimately
dominated by technological innovation, capitalism, and
globalisation. In economic terms, global capitalism has given
everyone access to all consumer goods, and Le Modulor is the
corporeal representation of this standardisation process that is at
the core of capitalism, as it itself “globalises and standardises
the body” (Ib.), reflecting a particular body type to the exclusion
of others.
 
 The 
Unitè d’Habitation is a neighbourhood realised according
to Le Modulor’s scale of proportion. According to Frederika Eilers
(Eilers, 2012), the 
Unitè d’Habitation, designed for an ideal body, is not
able to provide an adequate environment for typical users.
Ultimately, Le Modulor is an architectural tool, an expression of a
specific male stereotype of masculinity, and contributed to
shaping, normalising and protecting a specific notion of
masculinity in the heterosexual family.
 
 Le Corbusier’s heteronormative
character is also expressed in photographs and films. In his work,
the role of windows and light is particularly emphasised. According
to Colomina, his photographs give the impression that before the
picture was taken “someone was just there” (Colomina 1994: 238).
Evidence of this are the objects that populate her snapshots. This
someone is obviously a man because such objects are usually
associated with male persons. According to Colomina, the woman in
these images appears vulnerable, has a “fragmented physique [and
seems about] to disappear. She never meets our gaze” (Ib.:
293).
 
 To better understand Colomina’s
work, it is worth mentioning Ervin Goffman, who theorised in 
Gender Advertisments that through the observation,
collection and study of various advertisements, advertising images
reflect gender roles and stereotypes and highlight the subordinate
role of women to men. In this sense, he affirmed that “gender
performances, like other rituals, can iconically reflect
fundamental features of social structure [...]. So, if they
represent anything, performances are symptoms, not portraits
(Goffman, 1996: 111).” Colomina also points out that in the
Immeuble Clartè series (Fig. 2), the women never look into the lens
or occupy the same space as the men.  
 
 In the left image, the man is
looking out over the city from the terrace and is separated from
the woman and girl, who are inside and shot from behind facing the
wall. In the picture on the right, the female figure is also inside
and photographed from behind - her face is not visible - while she
is looking at the man who is standing outside with a child: “The
woman is looking at the man, the man is looking at the world’ (Ib:
296), Colomina commented. The other pictures (Fog. 3) are from the
exhibition at the Salon D’Automne. In them, the French architect
and designer Charlotte Perriand lies on one of the chairs designed
by Le Corbusier and stares at the wall: “She is almost an accessory
of the wall,” Colomina comments, “She sees nothing” (Ib.).
According to the researcher, these images are even more meaningful
when one considers what Le Corbusier himself thought about the
meaning of seeing, which he formulated thus: “I exist and I live
only if I see” (Le Corbusier, 1991).

 


 
 
Case Two: Hugh Hefner and Playboy Architecture


  

    


  

 
 What few people know is that
Playboy was originally intended to cover architecture and design.
Paul B. Preciado, Spanish philosopher and transfeminist activist,
wanted to show that the power and force with which Hefner’s
architectures, dreams and desires have conquered millions of people
lies precisely in their media distribution. For Preciado, “Playboy
[...] is part of the architectural imaginary of the second half of
the 20th century [and] becomes the first pornotopia of the age of
mass communication” (Preciado, 2020: 11), because Hefner
“understood that in order to cultivate a soul, one must create a
habitat for it: design a space, propose a set of practises that can
function as habits of the body.” (Ibid: 13). The soul in question
is the soul of an American, white, heterosexual, healthy Western
male. But not only that: Hefner’s heterosexual white man was not
part of the dominant American family proposed by North American
post-war culture. He was an urban, domestic 
bachelor (
scapolo in Italian), able to manage his own home and
domestic spaces historically situated in the transition from World
War II to the Cold War.
 
 In the nineteenth century,
bourgeois social space was divided into “two spheres” (Ib: 30): the
external, public and political space was the space for masculinity,
while the internal, domestic and private space was the place for
femininity. Preciado illustrates how the categories of
masculinity/femininity and exterior/interior had become complicated
during the Second World War, when men conscripted to the war had
(partially) lost their role in public space, while women, in the
absence of men, began to take on those productive roles in public
life to which they had previously had no access. The moment the
heterosexual soldier returns home from war, “they become not the
complementary element of the heterosexual woman, but her rival”
(Ib: 21). Indeed, the divorced or single man leaves the family to
live in an “urban penthouse” (Ib: 28) where he can feel free: “Only
through the re-appropriation of domestic space and interior
decoration, practises traditionally associated with femininity, can
the newly divorced man be transformed into a playboy” (Ib). From
the moment Hefner’s bachelor feels compelled to masculinise
practises that were characteristic of consumerism and domesticity,
and given the real dangers of America’s homophobic politics, the
visual connection between the domestic interior and Playboy’s naked
girls allows the magazine to escape any criticism that might refer
to either feminine or homosexual practises. In fact, the medium of
film and photography destroyed and replaced that fourth wall of
domestic space that separated the Playmate from the eye that
secretly watched her: “the magazine made available to the
collective male eye visual access to a carefully choreographed
female intimacy” ( Ib: 49) in which women, unaware that they were
being filmed, were photographed performing mundane acts of daily
life and transformed into carefree, childlike adolescents. The men,
on the other hand, were safely transformed into hidden observers to
relieve male anxiety due to the social changes. The “girl next
door” was not only “the serial product of a capital production
process” (Ib: 60), but also the instrument through which the
private became public, transforming intimacy into a consumer good,
through the instrument of foldable, what Preciado also calls
“pin-up’ architecture” (Ib: 97), in which the model depicted on the
page was stripped by the act of turning the page. The effective
system of pin-up involved the use of two images of the playmate on
two different pages to be turned over to reveal the second image.
The act of turning the page, which consists of both (surreptitious)
looking and physically turning the page by hand, not only becomes a
symbol of the masturbatory act (which requires two organs, sight
and touch), but also enables the playboy to “move from the folded
to the open, from the hidden to the exposed, [...] from the dry to
the wet, from the clothed image to the naked body, and finally from
‘voyeurism’ to ‘instant sex’” (Ib: 66).
 
 The fact that intimacy had become
an object of consumption on public display shook the foundations of
a bourgeois society in which displays of sexuality were not
permitted: “in private space it was possible to enjoy the sexual
freedoms forbidden by the penal code, while in public space it was
necessary to hide” (Ib: 71). But it was not only the playmates who
were portrayed in public; Hefner himself, his life, his house and
his maisons had become public knowledge through a process of
spectacularisation of domesticity that later contributed to the
emergence and development of the American reality shows.

                    
    

    




    
    
        
        
            3.4 Zaha Hadid and Donna Haraway’s cyberqueer
        

        
        
    

    
    
        
                    

        

Zaha Hadid is the first woman to win the Pritzker Architecture
Prize. She was criticised for her character and arrogance even
before her works, and at the same time praised worldwide. In this
section, I will discuss the possible queer nature of Zaha Hadid’s
practise by examining some key works and exploring some important
themes in the architect’s work, such as the theme of artificial
landscape, manipulated nature and technology through Donna
Haraway’s feminist cyborg myth and Judy Wajcman’s work on
technology as masculine culture. I will also show that while
formally her artistic practise responds to a feminist imaginary,
from a political perspective her works reproduce patriarchal forms
of power and dispossession.



         Zaha Hadid’s work is a combination of architectural
mastery, graphic talent, design and technological innovation.
Inspired by Malevich and modernism, Hadid has challenged modernism
itself in architecture, moving towards an ideal of manipulating
nature and deconstructing architectural norms. Although her use of
geometry appears to be extremely precise, the modernist idea of
pure form is completely revised in favour of sophisticated concepts
of dynamism and movement constructed through complex geometric
forms. The key role of nature is visible in several works.



         In an interview, she said that she was inspired by the
landscapes of the Middle East, referring to rivers and dunes. For
example, the profiles of the London Aquatic Centre were created by
mimicking the shape of waves, or rather, “by drawing inspiration
from the flowing geometries of moving water” (Jodidio, 2013).
However, by manipulating the natural forms, an artificial landscape
was created, inspired by nature, then deconstructed and
reconstructed. This is done in relation to the fluidity and
dynamism of the architectural plan, the spaces until the final
design is realized. The principles of landscape and artificial
nature are fundamental to understanding the queer potential of Zaha
Hadid’s design. As we have already mentioned, nature is an element
that conservatives often invoke to defend their positions. However,
the nature Donna Haraway presents in 
Cyborg Manifesto belongs to an artificial dimension: “The
cyborg lacks the step of the original unity of man and woman, of
identification with nature conceived in the Western sense”
(Haraway, 1991: 151). Hadid’s design, informed by a change in the
fundamental premises of architecture, can be read in a cyborg key
as a re-appropriation of architectural as well as technological and
engineering methods and approaches.



         Technology, often considered the domain of humans, is an
important theme in Zaha Hadid’s work. Judy Wajcman has explored the
issue of technology as a masculine practise in depth, revealing its
eminently cultural character and presenting the masculine component
as the result of a “historical and cultural construction of gender
identity” (Wajcman, 1991: 137). The reasons for the perception of
technology as a skill exclusively assigned to the male gender, she
argued, lay in the “different exposure of children to technology,
the prevalence of different models, different modes of education
and the extreme gender segregation in the labour market” (Ib: 158 -
159). The obvious stereotypes affecting boys and girls not only
affect their growth, but also have enormous consequences in the
labour market and in the construction of their identity.



         In her essay, Haraway makes an important point, namely
that:



         The main problem with cyborgs is that they are, of course,
the illegitimate offspring of a militaristic,
capitalist-patriarchal culture, not to mention socialist ideology.
However, illegitimate offspring often tend to betray their origins.
Their parents, after all, are inessential. (Ib: 151)



         This is how Haraway uses the concept of the informatics of
domination to explain the results of white capitalist patriarchy in
the twentieth century. This is a system into which the situation of
women is inscribed: the only way to escape this integration is to
re-appropriate technological and scientific social relations. This
seems necessary because “the cyborg is continuous postmodern
disintegration and reaggregation of a self at once collective and
personal, and that self is the feminist self” (Ib: 163). As
mentioned earlier, Colomina’s definition of modern architecture is
based on its relationship to the mass media, which transform the
private into the public. For Haraway, “no longer influenced by the
polarization of the spheres of public and private, the cyborg
delineates a technological polis based in part on a revolution of
social roles in the oikos, the household” (Ib: 151). Consequently,
it does not respect the norms imposed by patriarchy, just as Zaha
Hadid does not reproduce heteronormativity in her architecture and
design. Zaha Hadid’s work can be read from a queer perspective via
Donna Haraway’s feminist cyborg myth. However, there is an
important incongruity between the aims and aspirations of the
cyborgqueer imaginings and those of Hadid. In 1972, the 
Front homosexuel d’action révolutionnaire had denounced
the danger that “gay identity politics will accept the liberal
logic where existence and political representation mean the right
to consumption and media visibility” (Preciado, 2018: 58).
According to Preciado, “FHAR’s anti-identity paranoia can now be
considered the lucid diagnosis of an ongoing political mutation”
(Ib: 59). The years of FHAR (1980-90) are the same years in which
globalist and liberal strategies are understood and legitimised as
forces of democratisation of the world; as we explained in detail
in the first chapters, there can be no queer revolution without a
revolution of the patriarchal capitalist system.



         While Zaha Hadid’s architecture and design do not respond
to a universal code of representation and avoid dualistic
heteronormative constructions, the same architecture, on the other
hand, follows capitalist economic logics that betray the needs of
the individual to define new forms of subjectivity in a system that
is willing to abandon old superstructures of power in order to
create new ones, in a global village where the politics of
affinities prevail. There is another important point that speaks
against Hadid: in her works we often lose track of who the body is
that the architect refers to. Her designs are ambitious, powerful
and cyborg-like. But they are also extremely complicated to realise
and generally aim at a privileged body type.



         Patrik Schumacher, who took over as head of Zaha Hadid
Architects after the founder’s death in 2016, has publicly
advocated for the flexibility of minimum space standards, height
restrictions, rental prices and rational density in an essay titled

Only Capitalism Can Solve the Housing Crisis. Also,
Schumacher defends the fact that market-driven adjustments should
be allowed to decide where and what kind of housing is built.
According to the architect, the provision of social housing is
based on an “almost-sicalist” (Fairs, 2018) regime that is heavily
subject to state control. Schumacher argues that the current
malaise cries out for market-based solutions: for him, it is time
for a “capitalist revolution” (Ib.). Moreover, according to the
director of Zaha Hadid Architects, the government should no longer
fund art or architecture schools. Some critics admit that they
share some views on housing regulation with Schumacher. In the
Architect’s Journal, Paul Finch supported Schumacher’s call for
more density and a rethink of space standards; Ian Ritchie called
it legitimate to rethink planning regulations. However, Schumacher
loses the support of his colleagues when he suggests abolishing
social housing or building over Hyde Park (Bernstein, 2016).



         From the foregoing, it is clear that the body, and thus
the target user, of Schumacher and Zaha Hadid Architects’
architectural works is not the queer body, but simply an
economically fertile body that can afford to access its very
expensive services.
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I have given here some elements, both historical and semantic, to
understand how architecture is complicit in normalising and
crystallising a gender binarism. We went from classical forms to
those of romanticism to modernism. If modernism was born and
developed through a split with the past, so it happens with
postmodernism, when the world becomes faster, and the internet and
web technologies come into play.

 
 The shift from the minimal forms
of Le Corbusier’s modernism and Hefner’s voyeurism to the fluid and
alternative forms of postmodernism marks indeed an important shift
in terms of both language and the use of mass media. Speaking of
postmodern architecture, it is interesting to comment on Jack
Halberstam’s interpretation of Fredric Jameson’s arguments on
postmodernism. For Halberstam, “Jameson unwittingly offers a queer
proposition as the only antidote to global capitalism” (Halberstam,
2005: 101) and considers postmodern architecture in particular as a
perfect example of this “spatial mutation” (Ib). This spatial
metamorphosis can be understood as a new way of imagining space
that is no longer bound to a perfect ideal of beauty. It is a kind
of postmodern transformation, insofar as: “It represents something
akin to the imperative need to develop new organs, to expand our
sensory apparatus and our bodies until we acquire some new, albeit
unimaginable, but perhaps even possible, dimension” (Jameson, 1997:
39).  
 
 In this sense, postmodern
architecture embodies a new way of thinking, born in the very era
of postmodernism, in open opposition to the formalism and austerity
of modernism, just as queer culture and the second feminist wave
rejected gender binarism and heteronormativity. It opposes, in
fact, the standardisation of architecture, the perfection of
parallelepipeds and cubes, with the aim of experimenting with new
forms and approaches. However, we must pay attention to
intersectionality, noticing how postmodernist architecture often
has a problem with class, colonization, and spoliation. In order to
show the latter point, I focused on Zaha Hadid and queer potential
in her works, demonstrating how, without a focus on intersectional
feminist issues, it is not possible to break out of a patriarchal
and oppressive architectural and urban system.  
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The purpose of the study is to understand, based on the
trajectories of the members of the social world, how feminist media
initiatives are structured in Brazil and France and why they are
maintained. To understand which forms of engagement are constructed
by the group, I analyze the Brazilian publications 
  

AzMina
  

, 
  

Think Olga 
  

and 
  

Lado M
  

 and the French ones 
  

Georgette Sand
  

, 
  

Les Glorieuses and Madmoizelle
  

.

 
 I resort to the symbolic interactionism correlated to the
sociological concept of social worlds to trace the ways of
cooperation, interaction and negotiations built by the initiatives’
collaborators. The methodology, of a qualitative and inductive
nature, relies on an ethnography with more than 60 in-depth
interviews with actresses who participate to different degrees in
the composition of the worlds (content producers, support teams and
audiences) and on direct observation of the practices developed by
the participants of these spaces to enable multisite comparison and
to give transnational indications of the dynamics of digital
feminist media.
 
 
Keywords feminisms, media activism, social world,
digital activism, militancy
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This chapter proposes to
compare how digital feminist medias are structured in Brazil and
France and how a set of social actresses engage to participate in
these organizations - as content producers and support staff. I  
choose to work with those two countries because they are major
representations in the international geopolitical scene,
respectively, of the global South and North. I assume the social
world of feminist media activism as an intersection between
journalism, digital activism, and political militancy. From this, I
seek to understand how the personal and professional trajectories
of the actresses lead them to integrate and engage with this world,
collaborating in the production and dissemination of feminist
content. The research focuses on the analysis of the practices and
forms of collaboration of three Brazilian feminist publications
(AzMina, Lado M and Think Olga) and three French feminist
publications (Georgette Sand, Les Glorieuses and Madmoizelle)      
 .


I use the theories of gender studies and feminisms as
bibliographic support and resort to the theoretical framework of
symbolic interactionism (Blumer, 1969; Mead, 1934) to try to trace
the conventions and forms of cooperation, interaction and
negotiations built by collaborators of feminist publications of
media activism. In parallel, the study also draws on social field
theory to observe gender and power relations. I understand and
analyze feminist media activism as a social world - using the
notion from sociology proposed by Becker (1982). I start from the
symbolic interactionist view, which sees a social world as a
processual entity, which is in continuous composition and
recomposition through the interactions between actresses and actors
and the cross-interpretations that organize the exchanges between
them (Morrissette et al., 2011: 1).

Feminist media activism, in turn, is the nomenclature that I
use to define spaces in which feminist activists' resort to
sociotechnical tools to build new forms of creation and writing in
networks based on technology and journalistic techniques. It is a
new digital practice, which has been gaining momentum since 2015,
in which feminist collectives, NGOs, and publications share through
the internet information of a media nature that covers the gender
debate and the rights of women and feminized groups.

Although they are projects with different statutes
(non-governmental organizations, collectives, women's magazines,
feminist magazines, informative websites), they share the central
aim of producing quality feminist information, based on
journalistic research and investigation and precepts of form and
writing derived from the standard reportage. They are contents
characterized by aspects of collaboration, defense of one or more
social causes and by trying to involve the public in debates
(Santos&Miguel, 2019), applying strategies of digital activism
to produce plural content (Bentes, 2015).

The results of this study are based on the analysis of field
experience and more than 60 in-depth interviews with actors that
make up the space of feminist media activism in the two countries
investigated. Thirty interviews were conducted in France and 33 in
Brazil, with different participants of the social world (reporters
and editors, columnists, readers, teams responsible for accounting
and fundraising, video editors, etc.) from October 2020 to November
2022. I tried to talk to five female contributors and five female
readers of each publication. But before presenting the clues that
the methodological experience brought about on contemporary
feminist media, it is important to explain what media activism is
and how it is situated in the context of feminisms.
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For more than a decade, we
have seen a diversity of feminist initiatives of different currents
emerge on the Internet, but which have in common the use of digital
tools to disseminate content. Often called neo-feminism, this new
field of subversion seeks to abolish relations of domination in an
interpenetration between the virtual and the physical world (Jouët,
2022). Such activist and combative feminism boiled up in different
parts of the world, combining in massive actions digital tools with
traditional social movement strategies (strikes and demonstrations
in the streets). The transnational current spread to places like
Poland, Argentina, Italy, Spain, Turkey, Peru, the United States,
Mexico, Chile, and dozens of other countries, with slogans of
global repercussion that circulated in the form of hashtags:
#NosotrasParamos, #WeStrike, #VivasNosQueremos, #NiUnaMenos,
#TimesUp, #Feminism4th99 (Arruzza et al., 2019).


There are researchers (Castro&Abramovay, 2019; Paveau,
2020; Perez&Ricoldi, 2019; Pinheiro-Machado, 2019; Oliveira,
2019) who believe that this is the fourth wave or generation of
feminism, a movement that has been taking shape since the 2010s and
has presented itself as a phenomenon still under elaboration, a
model of militancy that is in the midst of construction. The period
would be characterized by the strong presence of its members in
digital media, by organizing in the form of collectives, and by
considering, more than before, the various social cleavages that
permeate gender, configuring an intersectional feminism
(Perez&Ricoldi, 2019). It would be a mode of activism that
intersects class, gender and race, considering different systems of
oppressions (Castro&Abramovay, 2019: 24) in its strategies of
action. It is composed of young women, born in the 1980s-1990s - or
even in 2000s - and who begin to military in a media universe
entirely connected and structured by the internet (Paveau,
2020).

Driven by new digital media, this fourth feminist wave is said
to have emerged worldwide, but especially in the global South. It
is organic, has developed from the bottom up, and increasingly
reinvents locally the meanings of the international #MeToo
movement, which seeks to expose cases of harassment and abuse
against women. The uprising around this hashtag, which has occurred
on a global scale, cuts across all generations, but it is among
young women and teenagers that its most profound character emerges,
in the sense of breaking the social structure: there is a new
generation of women who have nothing to lose and nothing to fear
(Pinheiro-Machado, 2019: 170-171).

Contemporary feminist militancy, therefore, is structured as a
result of a new configuration of social movements and comes from a
thematic agenda linked to the third or fourth generation of
feminism. It is a struggle made of "hashtags and memes, but not
only, because we are carrying it with our bodies"
(Pinheiro-Machado, 2019: 174). It is a movement that is
consolidated from figures of girls and women taking the lead in
political and social acts.

Feminist medias and its echoes on the Internet

Unraveling and analyzing a segment of digital feminism,
feminist media activism, is what I propose to do in this research.
The concept of media activism, which is still changing and even in
formation, arises from the intersection between the notion of
independent media and activist purposes. In other words, it is a
practice that moves on the border between journalism and activism
(Sousa, 2017). Media activists do not believe in the discourse of
impartiality and propose to assume a place of speech before the
content they produce. It is a movement that oscillates between the
approach and, at the same time, the rejection of journalistic
conventions, since it denies the idea of neutrality and
objectivity, but follows techniques of fact-finding and
investigation to build and share information. Its proposal aims to
"break with (and establish resistance to) consolidated structures
of vertical and unilateral diffusion of information"
(Dias&Borelli, 2018: 841). It is intrinsically linked to social
actresses and actors who make it up and make it possible.

Media activism is a phenomenon that predates the Internet and
interactions on digital networks, but it is growing stronger in a
scenario of transformations in the medium and the processes of
production, reception, and circulation of content. However, the
movement is by no means limited to the online environment: "it is
street, it is ground, it is body to body" (Braighi&Câmara,
2018: 40). It is a practice that is built as it also permeates the
stories and intimacies of actresses and actors who make up this
space and who insert themselves in the events in order to ensure
that media activism happens beyond the simple fusion of the notions
of media and activism. It is a concept that is expressed not only
by words and techniques, but, above all, by people.

In cyberspace, publications can engage in debates in which
journalists are not usually able to delve when writing for the
hegemonic media (Ferreira, 2007), bringing agendas that deal with
human rights or women's rights, LGBTI+ groups and racialized
people. Appropriating new media is more than an instrumental
process, it is also a cultural and social movement (Manovich,
2006). Feminist media activism develops this appropriation to
disseminate content with a gender bias, using not only
sociotechnical tools, but also the journalistic techniques and
convention, constituting itself in a hybrid journalism.

From a social world perspective (Becker, 1982), the content
issued by these feminist media results from a collective activity
based on the contributions and engagement of a set of social
actors/actresses involved in the creation and dissemination of
feminist content (including news, features, opinion journalism, and
educational or supportive content related to gender equity and
women's rights). In fact, the production routines of these
initiatives depend on the collaboration of conventional
journalists, but also on IT programmers, news sources, the public,
and a whole network of collaborating people working in different
sectors inside and outside media organizations. The importance of
the audience is also a factor that stands out for the maintenance
of feminist media activism.
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In this work, I chose to
use ethnographic or ethnographically inspired methods (Amaral,
2010; Klem, 2013; Miller, Slater, 2004; Polivanov, 2013; Travancas,
2012) to carry out the methodological paths, such as: the
ethnography itself (both in-person and on portals and social media
platforms of the initiatives selected for the corpus); the in-depth
interviews with actresses who participate in different degrees in
the composition of this social world; and the direct observation,
as a technique of approaching the group, resorting to the
monitoring of events and in-person activities promoted by the
publications. 
  
The main data collection
technique was semi-structured in-depth interviews conducted either
in person - especially in France, where the respondents were more
comfortable with these types of meetings - or by video calls and
voice calls - a solution initially proposed mainly due to the
pandemic situation. I bet on ethnomethodological interviews in
order to give voice to the research subjects and open space for
long conversations about various issues, such as media consumption,
class and gender relations, life and professional trajectories. I
rely on the interview modality that focuses on life stories as a
tool to understand a specific reality and whose fundamental
function is to portray experiences, experiences and definitions
given by the group itself to the structures, interactions and
conventions that make up the social world. 



  

    


  



  
The research corpus


Think Olga defines itself as a feminist NGO that uses
communication as the main tool to raise awareness, educate and
empower agents of change in women's lives. The journalistic content
portal is a branch of the non-governmental organization of the same
name, which, in partnership with the social innovation consultancy
Think Eva, tries to outline solutions to overcome gender
inequalities. The project was created in 2013 and is centered in
São Paulo. It is maintained with donations from legal entities,
offering consulting services and courses, and through
crowdfunding.

AzMina magazine is a segment of the AzMina Institute, which
attempts to use information, technology, and education to combat
gender-based violence. It is a journalistic production that emerged
in 2015 and is situated on a web portal and also on social media
platforms (Santos&Miguel, 2019). It declares itself independent
and feminist, claiming not to align itself with political movements
and parties (Duarte et al., 2017). The publication does not use
advertising money and relies on crowdfunding, corporate donations,
workshops, and charity events.

The Lado M portal appeared in 2014 and classifies itself as a
space for female empowerment. The portal is a project originated in
São Paulo and emerged through the initiative of journalism
students. Even today, most of the contributors are recruited in the
university environment, where the publication is already known, and
veteran contributors invite new colleagues to join the team.
Although for a period the initiative opened up space for
advertising on the site, it was unable to maintain itself this way 
and ended up opting to
resort to collaborators who produce content on a voluntary basis.
It has content produced by more than 50 volunteers all over
Brazil.


The Gergette Sand collective has a mixed and horizontal
character, with collaborative actions carried out mostly online and
that seek to resort to humor as a vector for change and reflection
on representations of women in society. The collaborators denounce
wage and power inequalities and the lack of appreciation of women's
skills (Jouët et al., 2017: 29). The group develops gender
awareness actions on the internet, in schools and institutions and
militates to fight sexist legislation. The collaborators are
volunteers and depend on donations to maintain the project.

The Les Glorieuses newsletter is a feminist newsletter that
was launched in France in 2015 and shares feminist information
weekly via email and also on the initiative's website. This content
addresses topics related to politics, motherhood, culture, and sex,
among others. The media claims to be independent, even though it
relies on the sponsorship of specific companies that, according to
the collaborators (in an interview with the author between June and
November 2022), are aligned with the principles and ideals of the
group and do not directly interfere in the production of
content.

Madmoizelle is a French digital magazine that presents itself
as a feminist and openly feminist magazine. It began production in
2005 and in 2020 was integrated into the Humanoid group, a French
media company that acts as an online press publisher linked to the
EBRA group, owned by a French bank. The publication, however,
claims to be an independent project, and interviewees for this
research who work at Madmoizelle claim that the magazine's sponsors
are selected following criteria of alignment with the feminist
agenda and the principles defended by the magazine.


  

    
A multi-site comparison of a transnational social
world
  

  
Conducting the comparison in two different places and contexts
is challenging and sometimes adverse, but it is a possible
challenge. The political, social and historical differences between
Brazil and France indicate that the development of the feminist
movement did not occur in parallel. In Brazil in the early 1970s
there was a military dictatorship in progress and at its height at
the time when, in France, feminists were 
conquering important
rights regarding gender policies, such as access to legal and safe
abortion for all. These gaps in the scenario of militancy and
advances in equity agendas are reflected even today in the way
feminist activism is organized in each country and in the way the
social world of feminist media is constructed in the Global North
or South. This is because the experiences and trajectories of the
people who make up such a world are equally affected by historical
and political events.


  
The discrepancies between the realities of the countries were
reflected in this study. When I contacted the teams of the magazine
AzMina and the NGO Think Olga, I felt a lot of resistance from
leaders of the publications in accepting to participate in the
research. The same initiatives refused to receive me for the
development of in-person ethnographies, despite my insistence. In
France, I was able to conduct the ethnographic exercise in the
media that have offices and fixed spaces, since the creators or
leaders of the publications in the country were more willing to
receive me, a reaction that suggests a different view of the French
society in relation to the academic environment. These disparities
between the ethnographic and field experiences in each country,
however, do not significantly affect the data collected and the
analyses, which are based, in particular, on the interviews and the
trajectories of the interviewees.

  

    

      
Convergences across the Atlantic
    

    
The analysis of the interviews indicated how the negotiation
of identities and practices works within the initiatives. Tasks are
divided up according to the skills and experience of the
collaborators and according to the needs of the team. Regular
agenda meetings take place, and the media activists help each other
with content production, choice of agendas, lack of time, and
problematic routines. There are also exchanges that allow
collaborators who are not journalists to enter the social world. Or
even that the public regularly write and post their own stories on
the websites and social media of these initiatives. In other words,
the forms of collaboration are sustained by solidarity between the
groups.

    
The actresses of the social world, especially the content
producers and the support staff of the publications (focused on
administrative and accounting positions) constantly exchange with
each other and build a solidarity network that triggers a sense of
belonging. Some media, for 
example, organize meetings
and moments of relaxation to share stories about their routines
beyond work, with the aim of resting and relaxing together (this is
the case of AzMina magazine and the Georgette Sand collective). The
approximation of group practices with activism inspires in its
members, besides the feeling of solidarity, a sense of shared
identity and fight for the same cause that unites them (Andrade,
2020).


    
The practices of the team are organized around the notion of
militancy and, more than that, in a militancy that comes from the
internet (Hollanda, 2019) and crosses physical experiences of the
actresses. Often, they do not know each other personally. There are
people from different regions and cities composing the groups (both
in Brazil and in France), although the teams tend to concentrate in
large urban centers (São Paulo and Paris). The fact is that these
distances in physical space do not tend to separate these
collaborators, because even those who are in different cities or
who do not know each other face to face still feel involved in the
social world and belong to the group. 
Moreover, the connection
with ancestry runs through the discourses of the interviewees,
whether they are content producers, media support staff, or
readers. Although this appears in different ways in each country.
In Brazil, women often mention their inspirations and connections
to African ancestors who were enslaved or to women who belonged to
native peoples. While in France, the identification with witches
and with women who were persecuted by the inquisition appears in
consecutive narratives (mainly from female readers). Not because
these interviewees believe they have magical powers like the
witches in children's stories, but because they want to take up
voices that have been historically silenced.


    
In terms of bonds, we found a constant desire to change social
structures in the interviewees' accounts. They seek to transform,
through militancy, the other social worlds through which they pass.
Feminist media activism also emerges as an opportunity to boost
transitions in their careers and personal lives. What was
surprising, however, were the narratives that the changes begin not
in the outside world, but from within themselves. This feeling is
summarized by a statement made by AzMina columnist Luísa Toller, in
an interview for this research: "I think that the hardest work is
not even wanting to transform everyone. It is to clash with our
contradictions. It is a deconstruction of everything, mainly of
myself".

    

      

        
Distinctions that shape the dynamics of the social
world
      

      
Among the Brazilian feminist media that make up the corpus,
there are no men participating in the teams, and the debate on this
issue is not consensual. There are media activists who believe that
the spaces should be essentially destined for women and others who
defend the importance of having male figures in these groups.
According to the interviewees' reports, the discussion tends to
intensify as team members have children, especially if the children
are boys.

      
While in France, one of the publications (Madmoizelle) has men
on its staff and the other two affirm that they find the presence
of men valid in feminist content production projects as a way to
reaffirm the importance of a broad and joint fight for gender
equity. I interviewed two men and talked to another one during the
ethnographic experience in Madmoizelle magazine, and it calls
attention to the fact that they identify neither as heterosexual
nor as cisgender. According to the media content manager, who
helped in the recruitment processes of the boys, the elements of
sexual orientation and gender were not directly taken into
consideration but may have contributed to the editors in tracing
the affinity of the candidates' profile with the position and the
work in the magazine itself.

      
Fundraising varies greatly from one initiative to another. The
magazine AzMina, for example, counts on participatory funding and
especially with the participation in public notices of promotion of
cultural projects. Think Olga, on the other hand, offers services
to raise awareness about gender equality, through conferences and
courses, for private companies. Madmoizelle and LesGlorieuses have
corporate sponsors. While the portal Lado M and the collective
Georgette Sand do not receive funding from anywhere and rely solely
on volunteers. In other words, the initiatives can have completely
different statuses, even if they present and identify themselves as
independent feminist media or information projects.

      

        
Outstanding aspects of the social world of feminist
media
      

      
Analyzing the in-depth interviews in this study brings into
sharper focus the notion that the practice is constituted as a
collective activity. In addition, the audience and the feedback
that comes from it seem to be the main motivations for the media
activists. They believe they have created a support network for
women and feel the gratitude of readers when they receive frequent
messages with personal stories telling how important the work of
feminist media is to them. Which reinforces the idea that one of
the main political tools of networked feminism is the mobilizing
power of personal accounts (Hollanda, 2019; Pinheiro-Machado,
2019).

      
Financial factors, in turn, are the main obstacle to the
functioning of the world. The funds raised by feminist media
initiatives directly influence the production routines of these
channels (Duarte et al., 2017: 12). When they get more funding,
consequently, they produce more reports and increase their teams,
and vice versa. The collaborators often need to reconcile their
work routines with parallel activities (or, sometimes, with main
activities, with the contribution to the feminist publication being
a secondary activity) to supplement their income. The teams are
lean and, in many of them, there are members who are neither
permanent (freelance) nor paid (volunteer work).

      

        
The different degrees of involvement with the social
world
      

      
Unruh (1980: 280) lists four types of involvement in the
social world. There is the classification called outsiders, which
includes actresses and actors who do not belong to the social world
in question but must be taken into consideration by the inhabitants
of the world. These are individuals who stand on the margins, on
the periphery of the central world. In the case of the social world
of feminist media activism, writers, artists, and politicians would
be covered by this classification, since they are outsiders to the
world in question, but serve as points of reference for those
involved in the craft of writing or creating images for the
dissemination of feminist information.

      
The category of tourists (Unruh, 1980: 281), on the other
hand, refers to spectators, figures not involved in the workings of
the world, but connected to it as a result of their occasional
presence. They are a generic type of participant and are there out
of curiosity and with little, if any, long-term commitment. In the
case of journalism, the classification would suit columnists or
other contributors to newspapers whose main occupations are outside
the world of news - as academics, politicians, or entertainment
people, for example (Dickinson, 2008). 
The grouping of regulars,
on the other hand, deals with habitual participants in the social
world who are properly integrated into the ongoing activities of
that milieu (Unruh, 1980). Unlike outsiders and tourists, regulars
should be seen as having a significant degree of commitment to
their social world - both in good times and bad. In the case of
journalism, all actors and actresses regularly employed and tied to
the news production processes are part of such a category:
reporters, photographers, layout designers, proofreaders, editors,
support staff members.


      
In the context of feminist media activism, collaborators who
work as columnists or even volunteer reporters fluctuate between
the category of tourists and that of regulars. They maintain an
occasional presence with the world, as there are no specific
demands for deadlines and content delivery. At the same time, they
are regular participants duly integrated into the ongoing
activities of this medium. Although they are people engaged in
feminist militancy, they have to adjust their routines to perform
conventional, paid work in shifts opposite to volunteer or low-paid
work. This reconciliation of activities from one social world of
origin with those from a derived social world refers to what, in
the art world, Becker (1982) has called "day work" - as opposed to
work that would be performed at alternative times, after
hours.

      
Finally, insiders - or people attached to an organization or
group, usually with mastery of information not accessible to others
- have a high level of involvement in the social world, that is,
they have intimate knowledge of the activities of that environment
and have the autonomy to control or determine the structure or
character of the world and its derived social worlds (Unruh, 1980).
Insiders focus on creating and maintaining activities for other
participants, recruiting new actors and actresses, and intimate
knowledge of the social activities of the world.

      
They are actors who construct or expand a social world and
have much to gain or lose when it succeeds or fails (Unruh, 1980:
282). In journalism, editors and particularly the editor-in-chief
assume such a position. The fundamental difference between regular
members and insiders is, therefore, the control of key information
that the latter possess to ensure the smooth running of the social
world. In feminist media activism, the creators and directors are
insiders, since they have control over restricted information 
that is not accessible to
the other team members, such as the initiative's financial history,
as well as in-depth knowledge of the group's operating mechanisms.

It is noted that, contrary
to what is often said about contemporary feminist activism
(Blandin, 2017; Hollanda, 2019), feminist media initiatives are not
really horizontal. There are women who are appointed leaders or
coordinators of the group and have more power within it, while
others have little space or voice. There are media that create
communication groups in which only a few staff members are
included. Some employees feel less heard and taken seriously than
others. Throughout the interviews, there were reports of people who
decided to leave their jobs because they did not believe that the
publication, they worked for was committed to anti-racist feminism.
Some leaders also described attacks from dissident members of the
group that resulted in mental health problems for those who faced
serious - and unproven - accusations of harassment at
work.


      

        
Feminist content crossed by journalistic practices
      

      
The practices of writing and editing the content of feminist
media rely on conventional journalistic standards, reaffirming the
reflection that journalism, as a social practice, is marked by
processes of permanent reinvention (Ringoot&Utard, 2005). The
publications carry media activist foundations in the financial
capture mechanisms and in the very involvement of the collaborators
with the initiatives and the militancy, a relationship that goes
beyond their professional and personal lives. The characteristics
of traditional journalism erupt in the use of journalistic
techniques and conventions of writing and editing - such as the use
of the headline, the inverted pyramid format, news-value standards
- and in the appropriation of strategies of content construction
similar to the so-called women's press - such as the use of the
first and second person singular or the second person plural in the
texts, use of lists and tutorials, articles with service purposes,
etc.

      
At events and on the street, female employees use their press
ID to be more easily accepted in media circles. They pride
themselves on being recognized in the world of journalism and on
having credibility among colleagues, maintaining a relationship,
even if loose, with them (Becker, 1982). These contacts with actors
of hegemonic journalism facilitate the 
transit of editors and
columnists through certain spaces, allow them to reach sources of
interest presenting themselves as a legitimate publication, and
also allow them to be invited to participate in events - such as
movie premieres, concerts, lectures, plays -, making the initiative
to which they are linked gain visibility.


      

        
Possible contributions of the research and
conclusions
      

      
This chapter contributes to describe the constitution of a
relatively new social world (Cf. Strauss, 1982), structured in the
early years of the 2010s. Studies on digital feminism usually
analyze discourses and do not usually focus on the contribution of
active members of these communities (Jouët, 2018). The proposal of
this paper is to reverse such logic, by treating the object by a
qualitative and interactionist conception, supported by the
precepts of social world, going to the actresses who compose the
social world of feminist media activism and listening to their
experiences, motivations, frustrations. In doing so, it attempts to
explain some of the mechanisms of innovation, segmentation, and
change in the world of journalism. From the ethnographic
experience, it was possible to notice that the group forms a
solidary network and the practices of cooperation together
accentuate in the members of the world the feeling of belonging to
a wider collective.

      
The ways in which the interviewees manage their postures and
positions of militancy around the social world and in the different
contexts of routine life interaction make it clear that the theme
of feminisms is a constant in their daily lives, crossing and
filling them. Their contacts are guided by ideals of intersectional
feminism. They seek to exercise their political-ideological
activism in these groups and in the various spaces in which they
routinely operate, making feminist media activism more than a job,
a hobby, or a means of seeking information. The social world is for
them a space for transformation and, above all, a tangible
hope.
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Figure 2: Le Corbusier, Immeuble Clarté, Geneva, 1930-1932. View of the interior (left), The Terrace
(right). Courtesy Musée du Louvre, (C) 1993 ARS, New York/SPADEM, Paris. Reference: Colomina, B., 1994,
Privacy and Publicity: Modern Architecture as Mass Media.
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Figure 3: Le Corbusier, Charlotte Perriand in the chaise-longue.
Salon d’Automne 1929, Courtesy Musée du Louvre, (C) 1993 ARS,

New York/SPADEM, Paris. Reference: Colomina, B., 1994, Privacy
and Publicity: Modern Architecture as Mass Media, Mass, MIT P,

Cambridge, p. 299





OEBPS/images/ebook_image_249522_a5e243e5738f6bb9.png
UNIVERSITA  exprn

YI‘ QUALITY

LAN
HAMN[A Q uRen






