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CHAPTER |
INTRODUCTION

Inthe past twenty years, feminist approaches to women in populsr

culture has comprised a growing literature of serious social analysis and

rich social theory." Feminist researchers in America and Europe have
explored a variety of theoretical and methodological approaches in
discovering the roles of women in consuming, creating and providing the

"image" for popular cuiture. Mapping the literature of women in popular

culture is an interdisciplinary endeavor that includes such subject areas as

histories of women, women in magazines, women in television, women in

film, women inadvertising and theories of patriarchy.

Although the literature is extensive, Rakow {1985b) points out that

feminist studies of popular culture tend to share two major assumptions:

The first is that women have & particular relationship to popular
culture that is different from men.. . .[w}omen have played
central roles as consumers of certain popular culture products,
...they are & central subject matter of pspular culture for both
men and women, and,. .they have been significant creators and
producer's of popular culture. {Slecond, . ..under-standing how
popular culture functions both for women and for & patriarchal
culture is important i f women are to gain control of their own
identities and change both social mythologies and social relations
(p. 23).

Furthermore, Rakow suggests that this literature may be organized

into four main approaches: Images end Representations, Recovery an3
1



Reappraisal, Cultural Thsory, and Reception and Experiencs.

Of these four categories, feminist scholars have concentrated mere
heavily on "images of women" in popular culture than the other three
categories and for good reason. "[Women's] most significant role has been
the largely passive one of providing popular culture with its major images.
That is, the images of women, far more than those of men pervade the
various forms of popular culture.. .” {(Fishburn, 1982, p. 3). The Images and
Representations approach has looked for answers to the following questions:
what kinds of images are present and what do they reveal about women's
position in the culture? Whose images are they and whom do they serve?
What are the consequences of those images? How do such images have
mesning? (Rakow, 1985b, p. 25).

Images of women in advertising is one of the areas of feminist
scholarship that has gained prominence in the last twenty years. (ses
Millum, 1975; Williamson, 1986; Kuhn, 1985; Root, 1984; Winship 1978,
1980; Tuchman et al., 1878). A major preoccupation of scholars working
within this approach is the notion that advertisements are cultural
artifacts that have meaning beyond the sales message. Advertising is @
form of social communication that carries with it patterns of meaning
which are repeated and reproduced throughout the entire medium (Millurn,
1975). When faced with the constant barrage of ads day in and day out,
patterns of Images become engrained in the daily lives of those within &

The Recovery snd Reappraisal approach, according to Rakow, places a
high value on women's culture as distinct from that of men. Rather than
focusing on men's images of women, [this approach] focuses on women's
images of themselves and women's stories about their own experiences" {p.



29). Recovery and Reappreisal research asks the following types of
questions: how have wornen managed to express themselves ina male-
dominated culture? Why has women's creativity been overlooked, ignored
and thus, devalued? What are women's stories and myths? The approachis
often referredto as the recavery of women's voices, silenced by patriarchy
throughout history.

Rakow describes the Cultural Theory approach as a feminist critique
which looks explicitly at the organization and production of popular culture.
"Rather than looking at the content a uses of popular culture,. ..this
feminist approach requires US to stand back from popular culture to see the
larger set of social and economic arrangements that produce culture.. ." {p.
35). The major theme running through this approach i s that men and women
occupy separate social spheres, therefore they have different cultural
experiences. Women have a symbolic function inrelation to men's culture.
This positioning of women, for example between culture end nature, has
served to silence women's voices; forcing women to find separate forms of
expression.

Socialist feminists consider patriarchy to be as central a social
organizer as capitalism (see MacKinnon, 1982; Bland et al, 1978; Van Allen,
1984, Ehrenreich, 1984). Therefore, socialist feminist analyses
concentrate on the relationship between capitalism and patriarchy in order
to find ways to change social relationships. They posit the following type
of question: "what is the relationship between women's oppression and the
general features of a mode of production?" (Barrett, 1980, p. 87).

Finally, the Reception and Experience approach to women in popular
culture focuses on the users, readers and viewers of popular media forms.



This approach is an attempt to let women speak for themselves sbout
popular culture. The most prominent Reception and Experience studies to
date have focused on those cultural forms that are the most popular with
women; for example, Radway's { 1984) ethnographic study of women readers
of romance fiction, Ang's {1885) research about the viewer's of the
American soap opera f#//8s, and Hobson's (19627 study of viewers who
watch the British soap opera £ressrosds.

Many feminists consider this approach to central. Oakley (1981},
describes the primary goal of feminism as the examination of the
experiences of women as people. Furthermore, DuBois { 1979) stetes that
"to address women's lives end experiences intheir own terms, to create
theory grounded in the actual experience and language of women, is the
central agenda for feminist social science and scholarship" {p. 5).

For these reasons the Reception and Experience approach provides a
way to study women's experience in an egalitarian manner, congruent with
the basic aims of the feminist movement. However, Rakow points out that
approaching popular culture from this standpoint is not without tensions for
feminist scholars. "That IS, it presents feminists with the challenge of
respecting other women's understanding of their own lives, though the
understanding may be different from the feminist's reading of the situation”
(p. 351.

This study is situated at the rather awkward interface of the
Images/Representations approach and the Reception/Experience approach to
women and popular culture. Awkward, only because so little feminist Or
critical research has: attempted to bring together an interpretive analysis of

images with an empirical analysis of women's reactions to those images.



On the one hand, feminist studies have concentrated on images of
women found in popular media "texts."2 These scholars analyze the content
of popular media forms such as television programs or advertisements,
often using semiotics and structuralism as the basis for analysis {¥inship,
1976, 1985; Franco, 1986; Williamson, 1986). The primary concernin
semiotic analysis is how meaning is socially produced from sign systems of

On the other hand, feminist reception research has often de-
emphasized studying media forms as texts {(Frazer, 1987; Radway 1984;
Roberts, 1981). Instead, these studies emphasize how women use the media
as part of their everyday lives. Furthermore, these studies emphasize the
political, economic and patriarchal matrices underlying women's viewing of
these media forms.

This study attempts to examine images in both a textual and an
empirical way. This research project was conceived around a specific type
of advertising image that feature women in often startling, erotic and even
violent situations. These particular images first arrested my attention over
two years ago while reading through the popular magazine Ka//ing Steng |1t
was my persenal reactions to the ads that spurred my interest inthis
research. When confronted with these images, my intial thoughts were, why
do these images make me as 8 woman feel uncomfortable? Do other women
see these images the same way | do? Do some women like these
phatoegraphs? Once | decided to conduct the research, it was these initial
questions to which Ireturned.

First, I needed a theoretical framework from which to study the
images themselves, andto explore the questions: how do stt1l images,
specifically advertising images, have meaning for viewers? How do these



particular images have meaning? The theoretical approach I chose was
semiotics.

Second, I needed a different theoretical approach from which to study
the uses, or "reception” of these ads. |wanted to know how other women
saw these advertisements. Are they offended by them? Do they like them?
Is it My feminist background that mekes me view them this way? Would
other women spend as much time critiquing them as Ihad? The empirical
portion of the researchis a reader-response study of women decoding
advertisements.

From these initial questions and curiosities the guiding research
questions for this study were derived: 1) Hew do images have meaning? 2}
Is tne context of the viewing situation influential on how images come to
mean? Does the context and the genre, in this case magazine advertisement,
effect our viewing of it? 3} How do women see aggressive and often
startling advertisements?

Itis my purpose to look at how these ads communicate to the viewer,
the possibilities of meanings that are encoded into the ads and also how
women decode those meanings. First, this study will provide & critical
resding of advertising images themselves arid the social context in which
ads are viewed and meaning s constructed. Second, the study will explore

women's responses and critiques of these advertisements.



Outline of Chapters

Inorder to situate this study in and among reception-response
literature, chapter two offers e literature review of audience reception
research. "Audience reception” is not e new concept; under other guises the
fascination with how itis that audiences are impacted by the mass media
has been the mainstay of communication research for several decades
(McQuail, 1983). What is new, is & revitalized interest in how individuals
"use" mass media Po "make sense" in their everyday lives. Administrative as
well as critical scholars of communication are investigating the
relationship between media content and audience reception. This chapter
will chart theories of reception through their two main origins: literary
criticism and the humanities, and media studies in mass communication.
Emphasis in this chapter will be placed on the work of Janice Radway
(1984), James Lull { 1980) and Dave Morley {1980, 1986).

Chapter three examines how advertising images have meaning. Tine
major ideas from Judith Williamson, Roland Barthes and Bill Nichols, wtio
have all written extensively 0n images, provide the basis for 8 semiotic
investigation of advertisements. However, inorder to develop theory from
which to study women's responses to advertisements, we must look beyc::d
the text to gender relationships which shape the way we "look" at ads. The
second section of chapter three is a feminist glance at advertising images.

Feminist reception research in the past has concerned itself with
cultural forms that women actively and often emphatically seek out. Such
is the case with romance novels and soap operas. However, itis also
important to understand how women experience cultural forms with which
they are confronted, &utdo not necessarily seek out. Inthe cas8 of



magazine advertisements, the reader generally does not seek them out,
instead, she isinitially hailed by the magazine. Although the reader expects
to see ads there, the viewing of them is secondary to reading the magazine
itself. This secondary viewing status afforded advertisements is a primary
reason that women's experience with them should be studied as something
quite different from, say, reading romance fiction or watching soap operas.

Chapter four sets the viewing of these advertisements ina political
and economic context. This study discusses a particular type of
advertisement, those that show erotic and aften times violent imagery. The
appearance of this kind of advertisement did not occur in & vacuum. This
chapter attempts to "un-wrap" the political and economic context in which
these ads are being produced and viewed. Particular attention will be paid
to U.S. consumerism in the 1980s, the magazine industry and the advertising
industry's defense of aggressive advertising strategies.

Finally, chapter five brings us full circle inenswering the questions:
how do women see these erotic and often times startling images? How do
women critique this kind of advertising? Chapter five is an empirical study
of women's responses to aggressive advertising imagery in magazines. This
I's an exploratory study of nine women's responses to, and critiques of, these
ads. Stuart Hall's {1980a} model of encoding/decoding offers a critical base
from which to interpret the responses.

Hall {19804} points out that media consumption is & process of
"decoding." Hall's encoding/decoding model proposes that mass media
forms, specifically television programs, do not inherently possess singular
meanings, but should be thought of as open texts that can be "read"
differently by different people (Fiske, 1987). Hall proposes that television



programs encoded by the program's producers with a "preferred reading.”
Generally mass media texts are inscribed with a preferred reading that is in
agreement with the dominant ideology of a particular society. How groups
of individuals read these texts depends on how closely they are aligned
with, or in opposition to, the dominant ideology of the program. This model
places the reader, Or inthe case of television, the viewer, in the active
position of negotiating with the text itself.

This model suggests that the production of meaningful messages
(encoding) isajob that is often problematic in nature (Morley, 1980).

A news event, for example, can never be transmitted directly,
but must be first structured and encoded within the framework
of professional and social practices surrounding television news
programs, and then must be decoded within various complex
cultural and social contexts (Streeter, 1984, p. 80).

Messages always have the potential for more than one reading; they
are polysemic. Polysemy, inthis context, means that although there is en
infinite amount of meanings that can be reed from any one symbol, the
audience of 8 television program does not have an infinite amount of
meanings to choose from. Instead, preferred meanings are encoded into
television program? and the decoding of those programs will depend upon
how groups of individuals, given their "shared culture" use and interpret the
finite number of possible readings.

There is no necessary and ultimately predictable relationship
between the encoding and the decoding sides of the communication process.
Research guided by the encoding/decoding model i s interested in uncovering
decoding patterns of groups of individuals with similar cultural

experiences. By comparing these decoding patterns with the encoded
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messages of the media form itself, a better understending i s reached of how
the concept of "shared culture" shapes the we in which we make sense of
mass media forms Inour everyday lives.

Hall's conception of decoaing strategies is torrowed from Parkin's
(1972) theory of ideological fameworks employed by groups in society. Hall
transformed Parkin's ideas on the three types of ideoiogical frameworks,
dominant, netotiated, and oppositional to describe decoding strategies of
mass media. According to Hall, because of their social positioning and the
way they generally make sense of their world, viewers who give a dominant
reeding agree and slign themselves with the dominant ideology (the
preferred reading] of the program.

However, this is not always the case. Innegotiated readings, viewers
find the basic ideology of the program at odds with their material lives, but
they are willing to negotiate between their material reality and the textin
order to read the program along the lines of the dominant ideology. The
viewer chooses to negotiate this contradiction rather than resist the
dominant ideology.3 Finally, there are oppositional readers of television.
These viewers, because of their cultural position, find the dominant
ideology of the program irreconcilable with their own experiences of their
material situation. According to this model, often times when it appears
that & viewer has completely missed the preferred meaning of & program, it

may be that his/her reading was appositional to the encoding of the

The reader whose social position is one of ease with the
dominant ideology, who works with the program, will

use its foregrounded ideology to reaffirm [his/her] ideologica!l
frame.. .. ReadIngs at (the oppositionall end of the scale stop
being negotiated and become oppositional when they go against
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the text to deconstruct the dominant ideolcgy (Fiske, 1987,
p. 266).

Itis my belief that Hall's ideas are not limited to the study of
television programs. The strategies of dominant, oppositional and
negotiated readings are useful tools with which to examine women's
decodings of advertisements. The study to follow will employ Hall's ideas
on "preferred readings " and decoding strategies inorder to interpret how
women view agressive advertising.

The final chapter is a general discussion of the findings of the study.
This chapter will examine the conclusions drawn from the study inrelation
to other reception studies. Finally, this chapter wilt dicuss implications
for future research.

Methodology
This study does not employ one method of inquiry. Insteaditisa

synthesis of several research strategies. This approach is not uncommonin
feminist research. As Dervin (1987) points out,

.. .because feminist scholars are struggling to find a way

to give women voice, to allow that voice to emerge, perhaps
their greatest contribution is that they have turned every-
thing into 8 problem. When you make everything into &
problem, from how you ask the question, to how you collect
the data, to how you make observations, to how you draw
conclusions, to whom you work with and how you work with
them, inessence you are breaking apart the constraints and
the traditional conceptions of what science and observation
are ell about (p. 113).

Feminist scholars have written extensively on the Inherent
patriarchal bias of the social sciences. Infact, feminist theory and research



12

seeks to offer alternative ways of thinking about the fundamental premises
of social science? However, the debates within feminist critiques of
science and objectivity are too extensive to explore here. My purpose in this
sectionisto justify the methods employedinthis study. Therefore, the
following discussion will be limited to an examination of feminist
methodology.

Feminist methodology does not refer to one preferred approach to
research. Feminist methodology cannot be compared to traditional social
science method; feminist methodology can be conceived of as an alternative
to traditional methods. Judith Cook {1982) explains:

... feminist methodology involves the description, explanetion,
and justification of methodological techniques used in feminist
research. As such, the notion of feminist methodology can be
more accurately understood 8s an abstract classification referring
to a variety of methodological stances, conceptual approaches, and
research strategies (p. 4).

Feminists contend that traditional social science methods exclude
women's experience from analysis. This condemnation is not restricted only
to positivist social science. Merxist end critical approaches have elso been
guilty of exciuding the experience of women {Dervin, 1987). This
patriarchal bias assumes that male is the norm, and that which is female is
avariable to be treated outside of the norm (Acker et al., 1983; McCormack,
1981; Du Bois, 1979). Michael Zimmerman notes that "man's conception of
nimself as essentially cultural ,non-famale, noy-natural,immortal, end
transcendant, as opposed to the essentially natural, non-culturel, mortal

woman, has continued in various guises for several thousand years" (quoted
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inSpitzack & Carter, 1987). Feminismis an attempt to recognize the
existence and experience of women. Itis does not attempt to be "value-
free," "un-biased" a "objective" (Roberts, 1981). These are concepts built
into the hierarchical and patriarchal premises of the natural and social
sciences.

Feminist scholarship attempts to promote an egalitarian sisterhood
among women who are striving to make their voices heard. Therefore,
feminist scholars employ research 'i*ethods that complement this

commitment to equality and humanity. Dervin (1987) explains:

"feminist scholarship is usually conducted in a cooperative
participatory, interdisciplinary, and nonhierarchical fashion,
therefore being an exemplar of the very things {t promotes.

[1t] is often pluralistic, using whatever method and perspective.
... Nneeds to be brought to bear in order to pursue its aims. . ..
Itis not rejecting of any methodology. * {p. 109).

Although not rejecting of any methodology, feminist scholars on the
whole do tend to embrace qualitative research methods over quantitative
ones. Qualitative research methods generally allow for close contact
between the researcher and the subject a respondent. The subject is
allowed some s8y in the research process 8nd is allowed to influence the
path end the outcome of the research. “. . .[Qlualitative techniques provide a
wealth of fit-st-hand, in-depth, descriptive and analytical information
needed to correct the [social science] disciplinels’] neglect of women's
lives" (Cook, 1982, p. 10). Inthe fields of sociology, anthropology, literary

criticism and history, some of the most frequently used methods are
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participant observation, textual analysis, org! histories, ethnographies,
open-ended questionnaires5 and face-to-face interviewing.

Feministsinthe field of communication are just beginningto explore
qualitative methods in order to examine women's communication.6 Dervin
{1987) explains that thare are two possible explanations for why the field
of communication is a latecomer to feminist scholarship. The first, is the
field's history of reliance on metheds horrowed from the natural sciences.
Second, because of the gouthfulre .3 of the communiation field compared to
the other social sciences, itisjust now reachinga crisis stage where new
perspectives must be sought.?

Despite some progress in this direction, feminist research remains
marginalized in the field of communication. It does not fit comfortably into
either the critical a administrative paradigms because "neither side has
given feminism & prominent voice in the on-going discourses of the field"
(Rakow, 19858, p. 5). Nevertheless, feminist scholarship is emerging in this
field, creatingits own paradigm and developing its own alternative research
techniques.B Rakow (1985a) explains:

A feminist communication paradigm places women

squarely in the center of its analysis; it has a commitment

to recovering and understanding the voices and experiences

of women; 1t seeks to replace patriarchal society with new
social economic, and political arrengements; it uses whatever
methodology is appropriate and useful for doing these

things". (p. 7).

According to Cook {18823, feminist msthodologies across the
disciplines share four common characteristics: the first is the recognition
that there are gaps inour knowledge of social process. These gaps were
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created by researchers who have ignored women and women's concerns 8s
research topics. Second, feminist methodologies emphasize the importance
of the feminist researcher, and therefore recognize methodological bias.
Third, feminist methodology recognizes the needto reformulate concepts
borrowed from the natural sciences so they become meaningful and useful
for women. Finally, feminists employ an awareness of how the kinds of
research questions asked influence the research results (pp. 5-7).

Feminists adopt & holistic approach inexamining the full complexity
of women's experience. The researcher must teke into account the personal
and emotional elements of their subjects' lives as well as the public ones.
Furthermore, the researcher is obliged to take into account the research
experience itself as part of the analysis. The research experience includes
the researcher and the researcher's relationship to the subject{s) (DuBois,
1979). The method | chose for the empirical portion of this study is
the face-to-faceinterview. Many feminist scholars have found this mehtod
. to be an especially useful tool in capturing the complexity of the research
experience.9 However, Qakley (1981} points out that traditional
interviewing techniques are contradictory to the ideals of feminist
scholarship because of the artificial relationship that is set up between the
researcher and the subject. Oakley explains that "text-book" interviewing is
based on the following premises: interviewing is a one-way process "in
which the interviewer elicits and receives, but does not give information”
{p. 31). Interviewers treat subjects as objectified functions of data
collection. The interaction of the interview itself has no meaning, just the

date taken from it. Since the primary goal of feminism is the discovery of

TL Lo
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the subjective experience of women as people, Oakley suggests that

feminists should explore issues that traditional interviewing excludas, such

as:
[The] social/personal characteristics of those doing the interviewing;
interviewees' feelings about being interviewed and about the
interview; interviewers' feelings about interviewees; and quality of
interviewer-interviewee interaction; hospitality offered by
interviewees to interviewers; attempts by interviewees to use
interviewers as sources of information; and the extension of

interviewer-interviewee encounters into more broedly-based social
relationships. {p. 31)

Feminist scholars aim for & more egalitarian form of research that
does not place interviewees in a subordinate position toe interviewers.
Subjectivity and personal involvement with interviewess i s not considered
bad a "unscientific." Rather, itislooked at as a more democratic and "real"
way of doing research. Oakley contends that probing women's experience is
best achieved when the interviewer and the interviewee have & relationship
with one another; when the interviewee feels comfortable talking about
herself. Only then will the interviewe invest her personal identity in the
interview

This study represents the integration of many ideas from feminism,
Cultural Studies, Critical communication studies 8s well as European theory
in semiotics and structuralism. This fact is a reflection of my belief that
the data should determine the method; method should not necessarily be

imposed upon data.

16
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£ssays on Sudience sh0 Interpratstion. Princeton, NJ.: Princeton University
Press.

3 A good example of this is wh:n & woman must take on a patriarchal
subjectivity in order to produce a reading of a8 program that fits with the
dominant ideology of the program.

4 For feminist critiques of science see Keller, EF. {(1984). Fafiactions
an Gender 6nc Science New Haven, Conn.: Yale University Press.; Harding, S.
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CHAPTER Il
AUDIENCE RECEPTION RESEARCH

Inhis {1987} article, 'Qual itative Audience Research: Toward an
Integrative Approach to Reception,” Jensen describes recent scholarship
about mass communication audiences as as a "trend" which employs textual
analysis together with social science approaches. According to Jansen, this
recent trend is an outgrowth of the "critical/edministrative™ debate inthe
field of communication. Inparticular, current reception research reflects
the realization by administrative ressarchers that studying mass media
audiences divorced from wider social contexts and political origins is
unrealistic and unproductive. On the other hand, critical researchers have
come to realize that theoretical analyses without empirical testing may
serve to bankrupt the perspective's explanatory appeal. Although this
explanation of the origins of reception research i s perhaps the most
interasting for communication researchers, Jensen's portrait offers only

Current reception research is the result of a nexus of academic
scholarship converging on a common problematic: the relationship between
the medium and the audience; the relationship between the text and the
reader. The roots of Phis problematic are to be found beyond the
administrative/critical debate incommunication and the social sciences.
Scholarship of equal influence addressing this problematic has come from
the humanities, specifically titerary criticismand film theory.
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Curren’ reception research is as much a convergence of mass
communication research and humanities on the same problematic, asitisan
integration of the critical/administrative debate. Infact, itis at the
interface of these t'wo traditions that some of the most germinal reception
studies are located (see Morley, 1980a, 1980b, 1986; Ang, 1985; Hobson,
1882). This chapter is an attempt to trace the medium-audience
problematic from its origins toits current status. Given the breadth of this
task, the following is not an attempt at an exheustive review, but rathera
mapping of the courss sf racaiiion ressarch. Primarily, this chapter will
examine three reception studigs that have had considerable impact on the
way communicetlon scholars currently view reception: Radway's { 1984)
Reading the Romence, Lull's (1880) "Social Uses of Television," and Moriey's
(1980) study of 7#e Nstiamside' Audience

The Lineago from Literart Criticism

Inthe past, litersry criticism has sought te un-cover and unfold the
"true" meaning of texts In much the same way as one can pick out the
pattern in en oriental carpet.! This form of criticism assumes that texts
have intrinsic meaning apart from the reader that can be escavated by the
skilled critic. The critic can then interpret the meaning nf the text for the
layman or other critics who csnnot see the meaning far themselves.

In recent years, however, the emphasis in literary criticism has
shifted from escavating meaning from the text to examining the role of the
reader in understanding and deriving pleasure from it (Allen, 1987). This
fundamental observation thet 1itersry meaningis & result of a confrontation
between text and readsr, rather than the Intrinsic properties of the text
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itself, is now shared among prominent and theoretically diverse critics.
However, as Allen points out, this fundamental observation has had
implications far beyond the field of literary eriticism. The significancs of
the medium-audience relationship constitutes a theoretical framework
across the humanities, most noticeably in the case of film, television and
other popular cultural forms. The common strand that connects these
disparate researchers and critics is the desire to examine the act of
reading, and therefore placing it high on the critical agenda.

Film theory is just one of the approaches that has critically examined
the role of the viewer. Inwhet is now known as Seraen theory (theorstical
positions advanced by the journal Seres, the role of the "spectator” has
been theorized extensively using both semiotic and psychoanalytic
analyses.3 However, these theories have undergone harsh criticism from
reception theorists. For example, Morley (18808) points out that Sereen
theory has attemptedto posit universalist theory on the constituting of the
subject inthe viewing process. According to Serees theory, films have the
ability to "position the subject."”

Relying heavily on Lacen's reading of Freud, Sar#s# theory examines
the relationship between one reader and one text, at once reducing the
subject-text relationship to the fundamental psychoanalytic premises by
which subjectivity is constituted, while at the same time advancing
universalist theory from those premises.

According to Morley, Sereen theory ignores the “constant intervention
of other texts and discourses, which also position the subject" (1980a, p.
163). Although the reader may be focused on 8 particular text, other
discourses from the reader's experience are always at play in the reading



23

process. instead of the subject being placed according to universal
psychoanalytic laws, reeding practices are dependent upon the subject's
relation to discourses and practices, whether cultural, educational ,a
institutional at the time of ths reading encounter. This perspective of
“interdiscourse™4 or "intertextuality” posits that the reader is not the
"subject of the text,” as Seresn theorists propose, rather, they are "social
subjects” (Morley, 1980a, p. 169). Willeman explains:

There remains an unbridgeable gap between 'real' readers/
authors end 'inscribed' ones, constructed and marked in and
by the text. Real readers are subjects Inhistory living In
social formations, rather than mere subjects of a single
text. These two types of subject are not commensurate.

But for the purposes of formalism, real readers sre supposed
to coincide with the constructed readers (quoted in Morley,
19804, p. 169).

The "real reader” encounters texts within the context of their lives as
social beings. The lived experience of the reader is not found in either
textusl characteristics a inuniversal psuchoanalytic premises. Itisthis
lived experience thet the reader brings to the reading encounter. According
to Neale (1980), "we also need te take into account. . .the us8 to which &
psrticuler textis put, its function within a particular conjecture, in
perticularinstitutional spaces, and inrelationto particular audiences”
(quoted inMoriey, 19808, p. 071). Morley continues:

A text should also not be considered in isolation from the
historical conditions of its production and consumption = its
insertion into a context of discourses instruggle.. .Boththe
text and the subject are constituted In the space of the inter-
discursive (p. 171).



This perspsctive calls into question universal premises explaining
how the subject is constituted snd at the same time it questions whether
there is intrinsic meaningin a text which is isolated from the cultural,
educational, a polltical placement of the subject, layman Or critic. The
reader brings many discourses to bear on one text, while at the sams time
the reading encounter is influenced by other texts. The reader, ir. fact, has
the capacity to be many differant eudiences et once; different texts can
constitute the reader as such (Hall, 1986).

Janice Radway's (1984) ethnographic study of the readers of ramance
fiction belongs to this lineage from literary criticism. Radway's
investigation into the popularity of romance fiction came about Inresponss
to textual analyses of the medium previously conducted by fellow scholars
and critics (Snitow, 1979; Douglas, 1980; Modleski, 1980). Radway was
unconvinced by Modleski's assessment that because the readers of Harlequin
romances are superior to the heroine end yet identify with her emotionally,
they must experience feelings of hypocrisy and bad faith. Further, Radway
was skeptical of Douglas’ condsmnation of romance readers for enjoying
fictionthat is at a disjuncture with their everyday lives. Also, Douglas
states that these women are helpingto perpetuate patriarchal notions of
the ideal female: il1ogicel, innocent, magnetized by male sexuality and

Both Modleski and Douglas attribute the popularity of this genre to
the fact that the daily oppression the reader’s experience in the homeis
similer to the oppression of the heroines in the romance navels they read.
These readers identify with the central message of these novels, mainly
that “pleasure for women is men” {Snitow, 1878, p. 150).
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Radway (1984) is not skeptical of the feminist ideals held by her
fellow scholars. Instead, she is disturbed by the theoretical implications of
their critiques. These critiques place 8 single {negative) inscribed meaning
on the text of the romance. The popularity of the genre can then be
explained away by the ignorence and self-deception of tha readers (1984).
Inthe world of academic criticism, therefore, the readers do not have a

voice.
Their statements about why they read romeances become,
inthis theory, mere rationalizations and justifications, false
consciousness, as it were, which masks their actual reasons
for spending money on books that only covertly perform
their proper function. The true, embedded meaning of the
romance is available, then, only to trained literary scholars
{p. 5).

Radway (1983, 1984) appleuds the thorough and complex textual
analyses of these studies and agrses that the findings are useful taken for
what they are, analyses of the texts themselves. What Radway argues is
that a purely textual analysis which treats the text inisolation, away from
the cultural, economic end political context In which itis actually read, IS
inadequate in explaining reading behavior. Radway explains that thisisa
common ailment in most mass-culture studies. A critic picks a genre that
appears formulaic and proceeds to analyze the Ideological meanings of the
genre based on random examples. Many of these analyses preclude the
possibility for reader's resistance to the text or for oppositional oOr
negotiated readings. Also, these interpretations do not account for the fact
that these readers may be selective in their choices of novels. They may not
read an entire "1ine” ob books, or they may steer clear of an entire line
altogether. Given this considsration, blanket assessments of the genre
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would not take into account ommision and resistance, on the parts of the
readers, against particular texts {1883).

Radway's approach differs from her predecessorsintwo fundamental
ways. First, her analyses are reader-centered as opposed to text-centered.
She concurs with Fish (1880) who states that literary meaningis "the
propsrty neither of fixed and stable texts nor of free and Independent
readers but of interpretive communities that are responsible both for the
shape of the reader's activities and for the texts those activities produce'
(p. 32). This places the critic in an uneasy position. The critic who is
writing about @ media form from his/her own position within an
interpretive community, is unable to speak for those who are using that
media form in a different interpretive community. That is, unless the critic
attempts to understand the dynamics of the interpretive community she is
studying, she cannot properly investigate haw readers use texts.

Secondly, Radway (1983, 1984, 1986) attempts to step back beyond
the reader reeding the text, to e starting place that asks the question, "why
do these women pick up a book in the first place’;". Radway wanted to find
out whet women do with these texts; how they have meaning in the readers'
everydsy lives.

In Reading the Kamanca Radway conducts her own empiricel research
of the readers of romance fiction. Hersuhjects consisted of & group of avid
romance readers she identified 8s the Smithton group. This group of women
from a small Midwestern community are the regular customers of alocal
bookstore, managed by Dot Evans. Evans is considered the 1ocal expert on
romance novels. She publishes @ monthly newsletter reyiewing the romance
novels currently in the shop. Further, Evans has become so highly respected
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for her expertise that publishers contact her for advice on what novels to
publish. Radway used as her semple Evans and sixteen of her most regular
customers. First, through the use of lengthy questionnaires, and later
through the use of individual and group interviews, she probedto fInd out
how and why these women consume a phenomenal amount of remance novels
(in some casss up to nine books a week) as a part of their weekly routines.

The women that Radway studied cited "escapism" as their primary
reason for reading romances. Attending tothe written pege requires
concentrationthet pre-empts the distraction of their everyday chores.
Because reading i s seen as a more "legitimate" activity than say, watching
television, there i s less guilt attached to retreating from responsibility
into a fantasy of romance. These women find the #&¢ of reading romances
not only 1iberating, but In many cases, an act of defiance agsinst the
pressures of being a wifs and a mother.

By placing the barrier of the book between themselves and
their families, these women reserve e specisl space and

time for themselves alone. As a consequence, they momentarily
allow themselves to abandon the attitude of total self-
abnegation inthe interest of family welfare which they have

so dutifully 1esrned is the proper stance for & good wife and
mother (Radway, 1963, p. 61).

The Smithton readers are very awars that the characters in the books
do not resemble real life, and thet the main reason for reading these books
isto escape into fantasy. They read the books to feel good; because no
matter what the storyline, or the roles of the characters, there isalwayse
happy ending. Radway points out that there is e certain sadness inthese
women that makes them need such an escape, & declaration of independence.
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When staking that claim to an hour a two of independence from the
pressures of the day, these women want the security of knowing exactly
what to expect from their books. They want texts with certain set
boundaries such as a8 happy ending, romance but no explicit sex, end no
brutality or rape.

Modleski, Douglas and Snitew all produced textual analyses of &
random sample from the genre 'romance fiction." These authors identified
soms of the more negative themes found inthis literature as rape, mental
cruelty by the heros and submlssion end naivete by the heroines. The
implicit assumption being that all women hooked on romance novels read
these books indiscriminantly end are therefors exposed to all of these
themes. However, Radway found that the Smithton readers happente be very
selective about which books they read and enjoy. These women preferred &
novel that: a) did not condone the hero having other women besides the
heroine, b) presented & hero who was kind anid thoughtful toward the
heroine, and never unduly cruel to her, and ¢} starred a heroine who was
independent and Inteltigent.

In the past, critics have assumed that simply because the novel has
been purchased, that it has been "used' by those who purthesed it. This,
reports Radway, i s not necessarily the case. Some women throw
undesirable novels away and others finish them but find them unfulfilling.
According to the Smithton group,

...the quality of the ideal romantic fantasy is directly
dependant on the character of the heroine and the mannar
inwhich the hero treats her.. .. A good romance involves

an unusually bright and determined worman and a man

who is spectacularly masculine, but at the same time capable
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of & remarkable empathy and tenderness (Radway, 1983,
p. 64).

These women actively reject romances that present the heroine as
weak, dim-witted or yictimized. They also reject Infidelity in the romances
they read. The hero cannot be sctively persuing two women at one time.
Radway also points out that the Smithton women would often "reinterpret’ a
text that hinted at these undesirable characteristics. For instance, if @ hero
brutalizes a heroine inthe first chapter, this early behavior mag be
attributed to e torrid love affair inhis past. Hewill straighten out with the
help of the heroine’s love.

Radway's research suggests that the a7 of reading a romance nove!
is as meaningful for her subjects as is the text itself. These women are not
simply passive females who identify with traditfonal gender roles foundin
romance novels. Many readers use romances te i1l needs that marriage and
raising a family have failed to meet. They often read romances out of a
dissatisfaction with tradtional women's roles. Aithough this form of
resistance is admittedly subtle, it does show that readers use texts inways
that cannot be assessed solely by the content of the message. Only through
rigorous empirical research into the act of reading, can we explain what
meaning 8 text has for e header.

Ihe Lineage from Medis Studies

Communication scholars, such as Jensen (1987), tend to think of
reception ressarch as an engwer to the inadesquacies Inadministrative as
well os critical scholarship. However, this should not be taken as & sign
that somehow the two paradigms &re converging on a common problematic.
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Critical researchers such as Slack & Allor (1983) state that any attempt at
simple integration of the two paradigms is admitting to ignorance of the
complexities of both. Before examining how each perspective has managed
to arrive at o conception Olaudience reception, it may be helpful to first
examine how the administrative and critical spproachses fundamentally
difler.

In the last thirty years, American mainstream (administrative)
communication scholarship has beeri primarily corcerned with media
effects? "In ths minds of many, including some communication scholars, the
major = f not only = significant question, that communication research
should address is what effect do the media have on the audience” (Fejes,
1984, p. 219). Research inthe administrative paradigm draws on the
dominant behaviorist ideas in psychology, sociology and political science to
produce studies of human communication which utilize methods derived
from the natural sciences. This reverance of objectivity, neutrality and the
"scientific method" produces research that IS ahistorical, apolitical and
acontextual. Despite the sophistication of methods produced by
communication researchers working within the mainstream, the majority of
this research insists that communicative acts can be studied apart from the
political, economic, cultural and histerical context inwhich they occurred.

Administrative scholarship sees the political as somehow removed
from the research situation The critical researcher, on the other hand, sees
politics and social power6 as central to research.

The major differences between the two streams of rasearch
extend from the basic assumptions about the nature and
purpose of the research enterprise to methods, and finally



to the concepts embedded in scholarly discourse. Inthe
behaviorist tradition such concepts as 1deology, and

hegemony are regerded as meaningless if not inherently
polemical and anti-scientific while in the critical tradition they
are central. (Fejes, 1984, p. 220).

However, the differences between the administrative and critical
paradigms cannot be explained by simple dichotomies. The critical
perspective is not & self-contained paradigm with defining characteristics

that can be mapped as the direct apposite of the administrative approach. |

Is more useful to think of the critical perspective &s a range of alternative
approaches to the study of communication (Slack & Alloer, 1983). Tho
germinal theories and research which define this perspective are credited
to schoiars from Great Britian and the European Continent. Most European
scholarship on media has been an interdisciplinary endeavor, drawing on
theory from sociology, economics, semiotics, political philosophy,
literature, psychoanalysis and history. However, 8 common strand In
critical scholership is its emphasis on social power and social change.
Slack and Allor explain that

...media institutions end the processes of mass communication

ara viewsd as inseperably intertwined with other social institutions
and processes (e.g. the state, the family, and economic organization).
...[T)nis is because human Individuals are viewed as first and
foremost members of social groups defined by material social

location (differentiated, for example, by class, gender, race, and
subculture) (1983, p. 2 14).

These assumptions, however they may be expressed, are acknowledged
openly ,and viewed critically.

Critical scholarship of mass media may be divided into three readily
identifiable (although not necessarily mutually exclusive) "schools" of

31

t



32
thought.? The first school may be described as "structuralist." Having
roots inideas from structural anthropology, linguistics, semiotics and
psychoanalysis, this approach is concerned with signification of, and
representation in, the media. Scholarship in this tradition considers
language as the central social srganizer.8 As human bsings we know our
world through language. We ere never outside of language. “[Sltructuralist
research seeks to examine the implicit cetagories of thought in media texts
through which the individual experiences the world" (Fsjes, 1984, p. 120).

The second school of thought i s the "political economy" approach.
This approach places the Marxist model of base/superstructurs at the center
of its analysis. Political economists ere concerned with the structure of
media ownership and control {(e.g. see Garnham, 1986). Unlike the
structuralist approach, which analyzes the signification of media through
its content, political economists consider the content and the structure of
the medics to be determined by, and secondary to, the political and economic
dynamics of production circulation and access {Slack & Allor, 1983). The
messages of the media are simply elements of this larger dynamic. After
all, ifa popular media form, such as a television program, does net receive
high enough ratings to remain on the air, then there is no longer 8 message
10 study.  Finally, the British Cultural Studies school defines the media
8s @ major cultural and ideological force. Unlike American mainstream
media studies, hewaver, this approach considers the impact of mediato be
Inseparable from the way of life of the group under study. "Inthis approach,
class and subcultural styles of life are studied as necessarily mediating
levels between the messages of mass media and individual consciousness
and behavior' (Slack & Allor, 1983, p. 214).
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Furthermore, this approach to media studies can be delineated from
both the structuralist and the political economy approaches in at least three
ways. Cultural Studies challenges the notion that media texts can somehow
be “transparent” bearers of meaning. Further, this approach challenges the
notion of the passive audience. Instead, Cultural Studies looks et the
relationship between the encoded message and the wide variatien of
audience decodings of those messages. Finally, Cultural Studies Is
concerned with the rele media plays incirculating and reinforcing dominant
ideologies within society (Hall, 1980).

Just as the critical perspective on media reception cannot be
explained by neat and tidy categories, current reception research by
administrative scholars is branching out and employing & variety of
methodologies and approachss.? Building on uses and gratification research,
scholars such as James bull {1980} are exploring ways to move beyond
acontextual quantitative studies of media effects, to qualitative studies
which explore how the mediais “used” by people in social settings. The
uses end gratifications approech posits that Individuals use the mass media
ina selective manner to satisfy individual needs (Katz, 1977 quoted in Lull,
1984). hull suggests that "audience members create specific and sometimes
elaborate practical ections involving the mass media in order to gratify
particular needs Inthe social context of family television viewing“ (p. 197).

Lull (1984) is primarily concerned with the "taken-for-granteds” of
television use of which the family members may not be cognizant. Inorder
to observe family television viewing, Lull chose the methods of ethnography
and participant observation. According to Lull,ethnography enables the
researcher to first observe the pattarns of the families viewing before
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questioning them about their conscious reasons for using the media form.
Itis not enough to ask the subjects about the context in which they use &
form of mass media. Itismare useful for the rasearcher to observe the
subjscts Within the natural setting and context in which they use the media
before interviewing them sbout their conscious media use. “The ethnography
of mass communication is meant to be a sustained, microscopic, inductive
examination of the natural interactional communications which connect
hurnan beings to the mass media and to each other" (1880, p. 100).

Lull's study invelved over 200 families from numerous social
affiliations.!0 Student observers entered the families' homes for three
days during the late afternoon til1 1ate evening hours. The families were
given minimal information about the purpose of the study. They were told
that the students were interested in studying "family life." QObservers took
part in the daily routines ob the family, but the family was instructed not to
change their routine in any way on eccount of the presence of the observer.

Through he combined use of participant observation, informants, and
indepth interviewing, regularity inpatterns of media use were obtained.

Lull found that the family uses of telsvision are of two types: structural
and relational. Television can serve in a structural capacity as a generator
of atmosphere 0Or 8s e regulator of family sctivity, such as a point of
reference for fixing bedtimes. However, Lull'sresearch places emphasis on
the relational aspects of television use by the family.

Lull suggests that the relational type of family television use ¢an be
described by a typology consisting of four catageries. The first being,
communication facilitation. Individuals, especially children often use
television as a referent to discuss and explain real- life experiences.
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Discomfort in conversation can also be reduced when the television IS
turned on and in view of those speaking. Televisionisusedas
entertalnment for guests, and also facilitates validation and clarification
of certaininterpersonal attitudes and values.

Secondly, television viewing can be used bothto create commonality
among viewers watching together, or itcan be used as a mechanism to avoid
interpersonal interaction. Within the family, television viewing can serve
as a distraction, purposively or unconsciously, away from active discourse.

Third, besides the more obvious educational values of the electronic
media, Lull found that *more subtle learning experiences can be noted as
well" (1980, p. 104). Families may initiate scenarios they have seen on
television for problemsolving. Also, meny parents encourage their children
to watch programs as a substitute for at-home education sessions.

Finally, oftentimes television progrems present characters in certain
roles that can validate, reinforce or negate certain roles the audience takes
oninreel life. Parents often encourage their children to watch programs
where the roles being played are in agreement with the parents’ ideas of
proper "role-models.” Often times, viewers find ita particularboost to
self-esteem when they can cerrect an error On television, especially in
front of other family members.

Lull's research can can be contrasted to critical reception researchin
at least two ways. Lull's conception of ethnography differs greatly from
that of those doing similar work within the Cultural Studies school. Lull's
bias toward "objectivity” and "neutrality" are evident from the fact that the
families inthis study were not told of the researcher'sintent. The
families, therefore, were treated as objects of study instead of subjects of
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study. Critical ethnographers would consider these tactics manipulative
and devoid of reflexivity on the part of the researcher.

Secondly, Lull feils to take into account the power relationships
within the family that help shape television use. Forinstance, Morley
(1986) found television viewing is shaped by tensions and negotiations
which accompany decision-making in families. Gender is & central organizer
of power in the household. Who chooses the programs and who switches the
channel,are structured along power relationships within the family. Lull's
research does not explore gender or power relationships associated with
family television viswing.

Finally, unlike the medium-reader problematic found in the 1iterary
criticism, administrative reception studies such as the one conductad by
Lull, virtually ignore the message content of the media under study.
Although many critical researchers can be accused of placing meaning solely
inthe message, this research places meaning solely inindividual's "uses" of
television; which is an equally naive conception of response. Fejes (1984)
describes the inadequacies of both approaches:

While eritical researchers may stress the analysis of the type
and range of meaning in media content, they have not
demonstrated what differencs it all makes. Behavioral
researchers may treat the media message in a comparatively
naive way. Yet they have successfully demonstrated that
differences in media content have different consequences. At a
more fundamental level lies the issue of where meaningis
located. At the theoretical 1evel, critical researchers are
aware of the complex Interaction between messages, meaning
and receiver. Yet at the empirical level, their work suggests
that meaning IS located in the message.. . . Behaviora!
researchers, on the other hand, assume that meaningsara in
people -~ that in themselves messages have no meaning (p.
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What is needed is a merging of two lines of inquiry that are
generally conducted inisolation: "questions of interpretation and
questions of use" (Hall, 1986b). Receptionresearch needs to give
equal weight to each side of the medium-reader problematic,
exploring message content as well as social use.

ritical Response to 0 i

Dave Morley's (1880b, 1986) critical research on television viewing
has been the most successful in addressing both sides of the reception
problematic. An original member of the media group at the Center for
Contemporary Cultural Studies at the University of Birmingham, Morley's
research is greatly influenced by Stuart Hall and other prominent Cultural
Studies scholars including Psul Willis, Dorothy Hobson end Angela McRobbie.
Morley's WOrK reflects many of the theoretice! concerns that distinguishes
media research at The Centre from the approaches mentioned thus far.

According Hall {1980s), the media group at The Centre "broke" with
the traditional debates between American empirical social science and the
Criticsl Theory of the Frankfurt School, challenging both (then) dominant
paradigms to & redefinition of media's role in social life. First, the media
group abandoned behaviorist conceptions of media influence for concerns of
the “ideological” role of media inculture. Secondly, the group challenged
the notion that 8 media form is somehow the undifferentiated bearer of &
singular meaning. Instead, media forms must be thought of as complex
linguistic and Ideological structuratisns. Third, the notion of the passive
audience, that underpinned much of the market survey research of American
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mass communication studies, was abandaned. More active conceptions of
the audience &8s decoders and reeders waru explored. Finally, work et The
Centre was concerned with the media's role in "the circulation end securing
of daminent ideological definitions and representaticns” (Hall, 1980s, p.
118). This was & concern entirely neglected intraditionel mass
communications research.

Morley's research in many ways reflects an attempt to come to grips
with the text-readar relationship challenged inliterary criticism. Although
Morley's book T4e Netianwide' Audience 1s perhaps the better known within
reception research, the first stage of the research had already been
completed. Brunsdon and Morley (1978) conducted a semiotic analysis of the
preferred readings of AMatianwios a BBC news program, two years earlier.
Fromthat analysis Morley and Brunsdon determined the dominant ideology
encoded inthe program by its producers.

The purpose of Morley's (1980) study, then, was to test empirically
how groups decoded the program inrelationto the inscribed preferred
reading. Morley set out te discover how different decodings are generated by
different groups and why. He wanted to examine the "dit" between such
cultural factors as class, socio-economic and/or educational position and
decoding strategies. To what extent do different audiences identify with
the image of themselves inthis regional news program? How do presenters
secure the preferred reading of the material with different audiences?

Morley selected 29 groups whom he suspected would satisfactorily
represent the three decoding categories of dominant, negotiated and
appositional reedings. The groups were chosen for the following criteria:
basic socio-demographic factors such &s sex, race, age and class;
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involvement in cultural identifications such as trade unions or sections of
the educational system; and the material experience of the group with the
topic of the program. The aim of this complex selection process was to
identify not only the differsnces among the decoding strategies of groups

but to also see where strategies overlap.

g crucial point here is that members of a group may inhabit
areas of different codes which they operationalize in different
situatfons and conversely, different groups may have access to
the same codes, though perhaps in different forms {1980, p. 26).

Therefore, traditional sociological categories such sociel class and
occupation cannot be considered reasonable predictors of decoding
strategies. Instead, Morley suggests that the Ideas of Parkin (1973) provide
a crude but essential departure point from which to explore the “fit”
between such factors as class, socio-economic and/or educational position
and culturel interpretive strategies (Morley, 1980). Itis Parkin's three
bread ideal types of ideological frameworks (dominant, negotiated,
oppositional) that have been translated by Hall {(1980a) into actual decoding
positions within the media audience. Regardless of the shortcomings of
Parkin's categories,!! the three strategies present a way to conceive of the
eudience as a socially structured entity, instead of an aggregate of
individuals. Further, these decoding strategies offer a point of departure
from which to study groups whose interpretive codes cannot be determined
solely by class or occupational affiliation.

Morley found that other cultural affiliations, such as organizational
trade uniors memberships, may actuaily be as important for predicting
decoding strategies as cless or sccupation. These affiliations often
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constitute communities of meaning that complement socio-economic
positions. "Interpretive communitiss end their members are defined both by
their social placement and functions and by the cultural traditions,
conventions, and meanings that unite them” {(Jensen, 1967a, p. 29). Morley
found that different groups decoded similarly, not due solely to class and/or
political affiliations, but due to self-interest inrelation to the dominant
ideoiogy of the program.

...bank managers and apprentices, for example produced

broadly similar readings despite class differences; so too, did
some university students and shop stewards.. ..[Tlhe appren-
tices and bank managers were similarly constructed as subjects
of capitelist ideology,. ..and thus had shared interests inits
survival and success.. .. Some universitu students. ..end trade
union officials.. .were in institutions that provided them with
ways of criticizing the dominant system.. ..(Fiske, 1987, p. 268).

In other words, dominant, negotiated, and oppositional readings correspond
with the 'transparency" of the encuded ideology for those in the process of
decoding. Those who share the idaology preferred in the program do not
recognise that Such en ideology exists. These readings are dominant.
However, when a particularideology is registered Or questioned, but
eventually accepted, the decoding strategy is negotiated. Finally, when the
underlying ideology is consciously registered and rejected, the readingis
oppositional.

Morley's research on the 'Nationwide' audience was not completed in
the form Morley had originally envisioned. Followingthe semiotic reading
of the program's preferred reeding and the analysts of group decoding
strategies, a third step was proposed: ethnographic studies of group



members watching the programs in the more natural setting of the home.
This last step would exemine the relationship Between group and individual
readings.

However, even devoid of this third step, Morley's empirical research
on audience reception has provided an exploration of regularities and
variations of socially situated group decoding strategies. This researchis
also an attempt to explain some of the cultural origins of these decodings.
The meaning of a television text cannot be read straight off the text, but
"must be interpreted interms of which set of discourses it encounters in
any particular set of circumstance: " {Morley, 1983). Morley's ressarch
provides evidence that interpretations of television programs occur within
socially constructed systems of meaning that are inrelstionship to larger
ideclogical frameworks (Streeter, 1984).

Summary

The preceding analysis explores receptian research through its
origins to three prominent, yet significantly different studies. Janice
Radway's ressarch an the readers of romantic fiction demonstrates that
meaning cannot be escavated from a text inisolation. Meaning ISfound in
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the act of reading. Radway's study makes an important contribution not only

to reception literature but also feminist studies of women's experience
with popular media. She found that the act of reeding romances was
liberating for her subjects. They used reading romances to declare a time
alone for themselves, away from theirrasponsibiiities as mother and wife.
Radway's research can be placed comfortably in the lineage from literary
criticism.,
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James Lull’s study of family televisiv1 viewing, however, isreception
research that draws on the uses and gratifications perspective, prominent
in American communication research. Lull assumes apluralistic conception
of the audience. Individuals have the ebility to usqQ mediainways other than
the original intent. Lull confines his analysis ho these "uses.” Unlike
Radway or Morley, Lull does not address the content of the television
progrems being watched. His study supports the dictum that meanings are
in people and not in the messags.

A more sophisticated approach to reception i s proposerd by Morley.
ifarley considers the text and the subject to be at either side of the same
problematic. However, unlike Szrae» theory would propose, the subject
does not encounter one text in isoletion from other discourses familiar to
him/her. The text-reader relationship is a matter of encoding and decoding.
The meaning of the text is encoded by the producers of the text. However, In
decoding, members of groups bring many discourses to bear on the text.

This interdiscourse cen produce readings that ere dominant, negotiated or
oppositionel to the preferred reading of the text.

The current trend in eudience reception research is a recognition, of
sorts, that both textual analyses and uses studies heva revesisd Important
findings about mass madia forms. However by isolating one side of the
relationship from the other, important questions have gone unasked and
therefore, unanswered. The following study is an attempt to address both
sides of this problematic and further explore the relationship between
subject and text. Inthis case, the texts are advertisements end the readers
ars womsn.
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NOTES

1 Allen borrows the analogy from Wolfgang Iser who explains that the
primary task of 1iterery critics Isfinding the hidden, underlying structure
of the text much like "finding the pattern inthe carpet." See Iser, W. (1976).
The Act of Rasding: A Theory of Aesthelic Respopse Baltimore: Johns
Hopkfns University Press.

2 Inorder to appreciate the diversity of scholars exploring this
problematic see: Iser, W. (1878); Fish, S. {1980). /s Thare & Tax! 1n This
£788s7: The Autharily of interpretive Communities. Cambridge, Mass.:
Haivard University Press.; Eco, U. (1979). 7he Rola of tha Kesdar:
Explarelions In the Semialics ar Texts Bloomington: Indiena University
Press.; Foucault, M. (1869). 74& Archeenlagy af Anawledge A. M. Sheridan
Smith (Trans.). London: Pantheon.; Tompkins, J.P. (Ed). (1980). Fesdar
Kesponse Crilicism: from Farmalism la Fast-Structuralism. Baltimore:
Johns Hopkins University Press.; Holub, R. {1984). fecanlian Theory: A
Lriticel intraductian London: Methuen.

3 See Mulvey, L. (1975). Vfsual Pisasure and tha Narrative Cinema.
Screan, 16(3), 6- 18, MacCabe, C.(1984). Theory and Film: Principles of
Realism and Pieasure. InC. MacCabe (Ed.), 7hseoreticsl Fssqys: Film,
Linguistics, Literature (pp. 58-81). Manchester: Manchester University
Press.

4 "A discourse is & socially produced way of talking or thinking about
8 topic. Itisdefined by reference to the area of social experience that It
makes Sense of, te the social location from which that sense is made, &nd to
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the linguistic ar signifying system by which that sense is both made and
circulated." Fiske, J.{1987). British Cultural Studies and Television. InR.C.
Allen (Ed), Channels of Discaursa: Television and Contemparsry Criticism
(pp. 254-269). Chapel Hi1l Universit, of North Carolina Press.

5 See McQuail, D.{1984). Mass Lo ounication Theory: An
Introguction Beverly Hills: Sage.; Rogers, E, & Balls, F.{Eds.). 7% Madie
Ravalution in Americe and Western Furops Norwood, NJ.. Ablex.; Gitlin, T.
(1978). Media Sociology: The Dominant Paradigm. 7heary and Saciely, &,
205-253.

6 Power here refers to the power of the media to maintain 8 certain
class structure, and to present 8 dominant ideology,

7 Foran extensive description of the three schools in critical
research see Curran, J,, Gurevitch, M, & Woolacott, J. {1982). The Study of
the Media: Theoretical Approaches. InM. Gurevitch, T. Bennett, T. Curran, &
J. Woolacott (Eds.), Lw/ture, Sociely and tha . sedie (1 1-29). London:
Methuen.

8 Language i s the central organizing principle in the work of Levi-
Strauss, Eco, and Propp.

9 Forexemple one may contrast Katz, E, & Liebes, T. (1984).0nce
Upon aTime, in Dallas. /ztarmedia 72 28-323, with Paimgreen, P, Wenner,
L, & Rayburn, J. D. 111{1980). Relations Between Gratifications Sought and
Dbtained: A Study of Television News. Lammunication Ressarch, 7, 161 -

10 Two hundred families chosen from blue-collar, white-collar, end
‘farm-types" were interviewed over 8 three year period.

1 Morley explains that Parkin‘s categories have the following
shortcomings: &} it over-simplifies the number of 'meaning systems' in
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play. He locates only three: dominant, negotiated, oppositional. b) Fop each
meaning system he locates only one source of origin. ¢) These sources of
origin are derived, ineach case, from different levels of the social
formation (1980b, p. 21). Fiske (1987) cleims that Morley found Hall's three
categories of reading too simplistic. Therefore Morley replaces Hall's model
with discourse theory. Infact, Morley claims that Parkin's conception of
ideological frameworks is too simplistic, not Hall's conception of decoding
strategies. Although simplistic, Parkin's model is a good starting place
from which to look at audience decodings. Morley did not "reject” the ideas
of Parkin a Hall. He simply pointedto this modal's inadequacies and
attempted to fill in the conceptual gass with @ verity of other theoretical
frameworks {ncluding discourse theory.



CHAPTER 111
HOW IMAGES COME TO MEAN:
SEMIOTICS AND FEMINISM

This chapter is concerned with advertising images; the images that
are e ubiguitous part of advanced capitalist societies. These are imeges
that stare at, and beckon to us from billboards, magazines, television,
postcards; the kind of images that have been said to reflect and also re-
present American pleasure, leisure and desire.

| propose thet the questions we should ask about advertising images
IS N0t so muchm#a? they mean, as Aok they mean. Inother words, how is it
that we as human beings construct meaning ir-em iviages? Are images
simply pictures? Are they the direct mapping of an object or objects? Do
we shape the meaning of images or do images help to shape th> meaning we
take from them? My purpose inthis chapter is to outline a way inwhich to
explore how advertising images can have meaning for the viewsr.

s View f heri
One of the best kaawn contemporary examinations of how

advertisements come to mean is Judith Williamson's (1978} Pecading

Advertisements: /dealagy end MHesning in Agvertising  Williamson sees

advertising as a ubiquitous part of our urban environment. Evenif we do not

read a newspaper Or watch television, we see advertising on billboards, in

subways and train stations. Advertising, for Williamson, is more than an

46
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attempt to "sell things." Because they appear in many different media at
once, advertisemants seem to have an indeper.dsnt reality thatis
symbolically linked to our own lives. Advertising has the ability to-creats
structures of meaning (pp. 11-12).

Williamson contends that advertisements both mold and reflect our
society. "[Aldvertising forms a vast superstructure with an apparently
autonomous existence and immense Influence” (p. 11) Onone level
advertisements have a purely economic function, but on a second level
advertisements are & structure for ideolcgy. Williamson's study deals
solely with this second level of analysis. #dvertisements translate
commodities to exchange values. They transform statemants about things
into statements about people. Inso doing, they sell us ourselves.

Williamson's prime objective in Pecaging Aavertisements s 10
discover s#s¢ advertisements mean by first examining Aau¢ they mean. She
does this by drawing on the central ideas of structuralism and semiotics as
tools of analysis. Research which only examines the content of ads assumes
that ads have the ability to be transparsnt conveyors of insaning. Studying
content inisolation denies that we see ads within & "form." Williamson
replaces the concepts of content. and form with the semiotic concepts of
"signifier" and "signified,” therefore reversing the smphasis of past
research and providing a more useful analysis of ads:

Signifiers are things, while form isinvisible; signifieds ars
ideas, while content implies materiality. Furthermore, while
form and content are usually seen as separable and their
conceptual unity i s one of opposition (form vs. content), signifier
end signified are materially inseperable, since they are bound
(williamson, 1978, p. 18).
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This vocabulary makes it possible to emphasize both the matsriality and
meaning of ads at one time.

According to Williamson, the signifieris keg in creating both
manifest and latent meaning in advertisements. She illustrates this point
by "decoding" an ad for Goodyear tires. The piciuie shows a car that is
stopped at the end of ajetty. The water swirling around the jetty looks
cold and harsh. The car, however, is stopped safely between two white fines
painted on the jetty, one half way down it, and the other painted almost at
the endof it. This ad contains a large amount of text at the bottom of the
page. The text is inthe form of & story that explains bow the car was
driven out on the jetty in order to test the braking ability of the tires which
already had 36,000 miles of wear on them.

Williamson explains that the apparent signified (meaning) is that
Goodyesr tires have good brake performance. The jetty s supposedto
represent risk end danger. The two white lines represent the highway code
maximum braking distance. Therefore, itis arational message that
Goodyear tires stood up to the test of the jetty and saved the driver from
peril. However, Williamson contends that the "real” significance of the
jetty is not danger a risk, but actually works as the opposite 0f these
symbols.

As a signifier (an object) the jetty works against the rational
narrative of the signified. The outside of the jetty resembles a large tire.
The large tira is encircling the car and making it safe. The jetty is tough
and strong like the tires and it can protect the car and its driver. On one
level the jetty is part of the structure that is signifying braking speed, but

on a latent, or unconscious level, the }etty is actuaiiy connected
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symbolically with the tire. It reinforces the positive attributes of atire's
function. Inessence, the value of the jetty is interchangeable with the
product (tires).

Interchangeability is the basis of currency. The transferenca of
meaning can be thought of as & kind of currency: a currency of signs
(Williamson, 1978). In order for their products to have value as currency,
advertisers must make us think that there s a difference between products
of the same type, suck as brands of colognes a paper towels. Evenif there
Is no qualitative difference between the brands, advertisers must create a
difference. Saussure states that in the English language we know the
meaning of & thing by knowing what it is »ef We know that CAT is not HAT.
Itisthrough the gi77arance between the phonetic sound of C-A-T and the
sound ef H-A-T that each has meaning for us (Hawkes, 1977). Difference
between products is achieved not phonetically, but by investing particular
products with their own "image."

Williamson points out that those products which are most likely to
need strong image campaigns are those where the product &7 Rave no
particular significance Inthe material world; such as is the case with
colognes, It is virtually impossible to represent a smell with a visual
image. Evenscented ads rely onimagery as & “refersnt.”! Images in
sdvertisements do not achieve their meaning from within the sign system of
the ad itself. Instead, meaningis achieved by knowing the referent system
inwhich the ad appears. A cologne ad that shows a woman in & karate outfit
has meaning in that it is differentiated from cologne ads of women in
evening gowns, and so on.

According lo Williamson, products such es cologne, cigarettes or
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jeans fnitially have no meaning. Advertisements give the product a value by
relating the product to a person a object that has value for us. Inother
words, Calvin Klein jeans are initially meaningless as currency.

Advertisers dress Brooke Shields in Calvin Klein jeans and the value Brooke
Shields has for us will inturn be given to the jeans. The image of the young
actress/model who wears the jeans becomes the value of the jeans. The
signified is that beautiful, successful young women wear Celvin Klein jeans;
Brooke Sh*alds IS the signifier.

However, ads do not have meaning in isolation from subjects. A sign
"can only mean If it has someone te mean & (Williamson, 1878, p. 40).
Signs replace something for someone.2 Ads themselves do not replace
objects with feelings or images; we the viewer do that. The Individual is
not a simple receiver, but a creator of meaning who is placed betwesen the
signifier and the signified. The individual creates the meaning of the object
from his/her referent system, and & referent sysiam is a social

We give signs value through recognition of what they replace. By
transferring the significance of Brooke Shields to jeans we are
acknowledging & value we place on Brooke Shields. Therefore, "recognition”
isthe firstlevel of involvement we have with the meaning of ads. The
second level of involvement is the ad's ability to signify the viewer to
him/herself. Advertising helps us differentiate what kind of person we are
inrelation to a specific product. The product can be exchanged for the
quality of & person, such as "the Pepsi generation.” If you drink Pepsi, you
are signified as something different than if you drink Coke; and if you wear
CalvinKlgin jeans you are signified as being a different quality of person
than someone who wears Levi's 501 jeans. Advertisers assume that once in
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the store, we will choose the product because we identify with the kind of
person who will use & specific brand; we &#7@ that kind of person.

Williamson's ideas on how advertisements have meaning ere
extremely useful. She devotes more time to advertising images alone, than
do other theorists who look at images in general. Her work, however, hes a
serious flew. She speaks of advertising as if the 'true” meaning of an ad can
be uncovered by those enlightened by structural analysis. Williamson states
up front that her's IS an examinetion of what can be s#é# inads. However,
her enalysis closes down the possiblities of what can be s447 inads, to a
singular (aibeit complex) meaning. Inthe end, Williamson is interestedin
whal advertisements mean, which once again places meaning in the ad
instead of in negotiation betwean the ad and the viewer.

Barthes (196461965) gives a quite different retiding of the meaning
of images from Williamson. Barthes' interest inimagesis in many ways 8
direct challenge to the theory of founding semiologist Charles Pierce
(Hawkes, 1977). For Pierce, photograph {most ads are photographs) ere
"icons;" a sign that directly resembles its object. The iconic relationship of
the signifier to the signified is said to be natural and "transparsnt.” An
iconis g direct mapping of the object. For the subject, a painting or
photograph is merely the resemblance of the object. "The signifier
represents the appearance of the signified" (Fiske and Hartley, 1978, p. 38).

For Barthes, the notion that images are a copy of the object they
represent was far too simplistic. Anicon or en anologic code, lacking
communicative properties, is a "site of resistance to meaning ... analogy is
perceived as an inferior meaning" {1964/ 1985, p. 21). Instead, images
should be thought of as having linguistic properties of there own. Instead
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of a site that is resistant to meaning, the Image is polysemous; it Implies
not a lack of meaning or even one meaning, but a whole chain of meanings.

Barthes contends that in theory, animage has an almost infinite chain
of meanings. However, such images as advertisements and press
photographs (see Hall, 1981) have an intentional signification. Signifieds
are generally transmitted as carefully as possibls, closing down the
possibilities of readings. Signs are formed for & preferred reading. The
producers of advertisements attempt to affix signifieds to signifiers. One
of the easiest ways to do this is with tho uss of text. When words
accompany an image, the number of meanings of that Image are significantly

Barthes posits that the imegs has meaning at three levels: the
linguistic message, the coded iconic image, and the literal image. The
linguistic messageis tha text that affixes particular meaningsto the
image. The text helps narrow, as much as possible, the amount of meanings
tha image can have. The coded iconic message is the connotation of the
image. For exampls, Brooke Shields in Calvin Klein jeans may connote
letsure, glamour, youth, innocence, American 1ifestyls, and so on. However,
to suggest that an image has connotation is to beg the question of whether
or not an image fs ever ina denotative state. Doesan image ever have &
“literal" meaning outside of signification? is it possible to {solete the
literal state of animage (the denotation) from the cultural meanings
(connotation) brought to the image by the subject?
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According to Barthes, we never encounter an image in & pure a literal
state {1964/1985). Though, et a basic 1avel the photographis
representational of an object {e.g. a person or an article of clothing), we
never see that moment. What we ses is the result of optic lenses, artificial
lighting, make-up, airbrushing, etc., which come between us and the "literal
image." The photograph, unlike the drawing, does require a model. However,
the photograph is not the model (referent) itis & meaning system of its
own.

Nichols {1981} agrees with Barthes, but takes his analysis a step
further inorder to more adequately take into account the readerin
signification. Nichols agrees that it is of utmost Importance that an Image
not be seen as the thing it represents. A still photograph is not the person
it resembles. The sign is nst the referent. Once we abandon our emphasis
on the referent and begin to look at an image as a sign or sign-system made
up of signifiers and signifieds, then and only then, cen we begin to
understand what the message of the image is about.

Nichols does not abandon calling the still image an iconic sign, but his
uge of the term is muck different from Pierce. Signifiers reach our minds
through our senses, i f we canrelate the signifier to our stored-up
experiences and knowledge it becomes signified. The relating of the
familiar to the new is trus in all signification. For Nichols, there are two
chains of significationinthe iconic sign, one made up of signifiers end the
other of signifieds. Iniconic images signifiers blend on0 into the other and
signifieds do the same. Indecoding, the signifieds must be "pinned" to
signifiers to yield meaning. Inother words, when viewing & photograph of
Brooke Shields in Calvin Klein jeans, glamour (signified) is attached and IS
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therefore pinned down to the image of "Brooke in jeans:

Images should be read as signs that have polysemous meanings for the
subject. However, the image-maker has control over containing the possible
readings a subject may retrisve from the image by fixing, as much as
possible, the meaning of the image (through linguistic text, placement of
the objects in the photo, photographic technique, and so an). Meanings will
be the most narrowed, the most fixed, for those subjects whe share inthe
cultural experiences of the image-maker.

Hichol's theory, at this point, begins to resemble Hall's {1980}
encoding/decoding model. Nichols, in essence, has just described the
dominant reading. For those who share inthe same ideology as the image-
maker, the meaning is narrowed down and directly resembles the intent of
the image-maker. The more the number of familiar signifiers become
signifieds the better the chance that the subject will read the "preferred”
reeding of the image. Inan oppositional reading, on the other Rand, the
possiblities of meanings are not narrowed, but opened up. The oppositional
raader does not share the ideology that is encoded in the message.

Therefore signifieds are pinned to signifiers inan opposite way from that
which is preferred.

Most advertisements involve an interplay of image and text.

Ordinarily words serve to make an image redundant, narrowing the preferred
meaning. Howsver, sometimes advertisements are let ambiguous and the
intersections of signifieds to signifiers are less contrived. Forexemple,
some rashion advertisements have hazy photographs with no text et all,
simply a brand logo occupying & privileged position in the upper right hand
corner of the page. inthis case, there Isno text to make redundant the sign.
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Even the photograph itself does not actively pin signiiieds to the signifier.
Therefore, images that are softened, abstracted or distorted tend to defy a
narrow reading. They ere purposefully ambiguous, which widens and does
not narrow possibilities for meanings.

Williamson and Nichols differ in their goals of analysis. Williamson
isinterested inwhat images metn, which assumes that a literal meaning
can be found. Nichols, on the other hand, believes that images ars
polysemous. The possibility for narrowing the number of meanings of an
image depends on the producer's intent to do so, 8s well as the reader's
cultural codes. If left ambiguous, the meening of an image depends almost

solely on the cultural codes of the reader.

Meaning Structures in the Imags

Williamson and Nichols both offer enlightening critiques of how

images have meaning. Perhaps the best way to examine the strengths and
weaknesses of each approach, is to analyze an advertisement in the
respective styles of both.

Plate | (see rniext page) is en advertisement that ren in &£a/ling Stane
magazine inthe fall of 1986. This ad is only one in & large series produced
by the Georges Marciano company for "Buess” brand clething. The photograph
covers the entire page end is shot in black and white film. The reproduction
seen 0n the next page is not significantly differant from the original.

Williamson's analysis of this ad would involve two distinct stages.
First, we derive the ostensible meaning of the ad. Secondly, we distiil how
additional signifiers in the ad might work against the signified inorder to
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offer other, "hidden" meanings.

Foremost, this ad promotes a product, denim clothing, that has no
inherent meaning. Therefore, the advertiser must give this product a value
by giving the product an image. Itis the differentiation between the #zag#
of this product, and the ##age of another brand of denim clothing which
gives the product value | o us. Jeans do not equal currency; the
diffarentiation of the images of jeans IS a currency of signs.

The women in this ad appear young, wild and sensual. They are
dipicted as "natural." They are caught in the woods, their hair is messy, as
if it has been tosseled by the wind, and they do not appear to be heavily
made-up. The ostensible meaning of the advertisement is that women who
are "naturally" sexy and wildly sensual wear Guess brand clothing.; ar, Guess
brand clothing will make you sexy and wild.

The two women es signifiers, however, are anything but natural.
Their "wild" hairstyles have been carefully coiffured in order to appear
wind-swept. Their lips have beenpainted In order to eppear desirabls,
kissable. But, perhaps the mast "unnatural" signifier is the clothing. All
made of synthetic fibers, even the underslip signifies a sacial world of
commoditiss that is far removed from "nature.”

However, we are used to ads selling us “nature.” There are few better
examples of ads selling "the natural” than inimages of natural, female
beauty. "Natural" female beauty does not signify & women who is just out of
her bed. Inthe world of advertising, natural is differentiated from
"glemour.” That is, what is sold to US as & natural face is one where the
make-up is not apparent. itis the look we would have if we were lucky
enough to be born flawless. Glamour photography, on the other hand,
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depicts groomed beauty, "of charm enhanced by means of illusion" (Kuhn,
1985, p. 12).

The idealised notion of glamour is meant to be obvious. Featuras are
accented and flaws are covered in & dramatic way. It could be said that
glamour photographs are actually less deceptive than the ad we see here. At
least the reader knows that this ideal of female bsauty is put-on. Being
sold the ideal of "natural" female beauty, on the other hand is far more
deceptive. Ths boundaries between "made-up” and "real" are much more

Nature in advertising is a symbol that is far removed from the literal
meaning. Inthis ad, the "naturalness" of the women enables the product. (the
clothes) to be inserted ameng images of nature. The woman inthe underslip
I's one step closer to natura than the woman in the denim clothing. We begin
to believe that these women cen be complstely natural. On the conscious
level the signifier of the clothing does not work against the signified. Only
on an unconscious level does the clothing deny the setting.

Nichols, on the other hand, would read this ad quite differently. This
image is ambiguous. There {s not one manifest meaning or one latent
meaning. The ad has been purposefully opened up to many possible chains of
meaning. First, the text does not make redundant the sign. What the text
tells us is that Georges Marciano sponsored the ad, that Guess is the brand
of clothing and that the clothing can be found at Bloomingdales. These
signifiers do not make redundant the image, but instead pin down & very
small part of the chain of signifieds. This minor intersection of signifiers
and signifieds yislds the meaning that the clothes in the picture are Guess
brand clothes. The text does not, however, narrow down the myriad of

meanings that can be found in the image of the two woman backed up against
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The meaning of this ad is left almost entirely to the cultural codes of
the reader. The ambiguity of the image is encoded into it. The image-maker
has abandoned the traditional approach of trying P0 narrow down the
possiblities of meanings, and has instead opened up the range of possible
meanings. As we willsee later on, the majority of Georges Marciano
advertisements do not pin down the meanir.g as far as this ad does. Often
timss, no text is offered the reader at all, and more often than not, the ad
does not featurs clothing. Instead, these full-page spreads signify people in
relationships.

Inthis ad, the coded iconic message i s emphasized, while the
linguistic message is demphasized. The reader must spend more time with
this ad than more traditional ones in order to extract meaning from it. The
photography inthis ad helps to distant the referent even further from the
image than inmore traditional advertisements. The use of a soft-focus lens
and black and white film, help to remove the photograph from the level of
realism. This forces the reader to consciousiy enter at the level of
signification of the "Imago." This particular technique for distancing the
referent from the Sign creates an image of fantasy. Hew this sense of
fantasy is signified, depends on the individual reader; how he/she calls up
the familiar to signify the now.

Therefore, we cannot say w#af this image means. What we cando is
"tease out," as Nichols would say, the potential points where signifiers can
be pinned to signifieds. Forexample, the openlegs and the pouted lips of
the woman in the underslip can be seen as signifiers fer sexuality; a
willingness to participate in sexual activity and a desire to be possessed.

On the ether hand, the some signifiers added with the signifier of the MeSsy
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hairstyle might signify & social deviance or & state of derangement. Itis
almost as if she is going to climb the tree, Taken together, these signifiars
can signify a combination of deviance and sensuality. The image could
connote 0 "wild" sensuality, a woman who is unconventional inher
sexuality.

The woman who is clothed offers a number of signifisrs also. 8he has
the privileged positionin the photograph. She is shown face on, and
featured in Georges Maricano clothes. She also occupies a 1arger space in
the visual plane of the photograph. Her hands pressed against the tree
behind her can signify entrapment, surprise end perhaps seduction. Her
facial expression is intentionally vague. However, the pouting lips signify
sensuality. Also, the fact that her iegs are crossed and not ina position of
flight helps to pin down the meaning the she may be startled but not
frightened. The image connotes both mystery (because of its ambiguity) and
a wild sensuality.

Judith Williamson's approach to decoding advertising offers us
insights into the complexity of ads. Itisimportant to realize that ads are
not always what they seem. However, Williamson's approach does not easily
lenditself to the discovery of how others might decode these ads. She
places herself Inthe privileged position of the knowledgeable critic. How
laymen respond to the same ads is not important. Her position assumes that
the layman will read the ostensible meaning that is so obvious to her,
making her real contribution the interpretation of the meanings under the
surface of ads. But how do we know that there is this obvious, apparent
meaning? further, although the critic can uncover significant hidden
meanings, who is to say that these are the a#/¢, a most significant



Nichols' approach is much more useful for scholarship concernedwith
the role of the reader. Nichols suggests a more democratic scholarship
which invests value in the reader as well as the scholar. However, meaning
falls more on the shoulders of the reader than the text. Preferred reedings
can be encoded in the image, but ultimately it Is the cultural codes of the
reeder that will determine the meaning for the reader.

inist Gl

Semiotic and structural analyses offer invaluable tools by which to
understand the advertising image. Textual analyses such as the preceding
ones, offer a systematic way to study what a7 be seen in advertisements
and how those advertisements have meaning. However, a feminist glance at
the same image would confirm that a structural analysis leaves some of the
most important questions about this advertisement unasked, such as: who
is this ad meant t~ address? If the ad is designed to sell clothing to
women, why are the women in the ad posed for the pleasure of the male
spectator?

The following pages offer a feminist glance at these questions. This
exploration is inno way intended to be exhaustive; the feminist literature
on the representation of women in the mass mediais expansive.3 Instead,
the following are thoughts from feminists on "pictures of women" and how
women and men Jaek at them.

Advertising generally portrays women in one of two ways: as objects
to be possessed by the male gaza (such is the case with the ad we have just
seen), or as asexual housewives who live for domesticity.4 Many feminist
scholars are committed to challenging these "dominant” representations of

60



61
women and seek possible productive transformations of them (Root, 1984).
To do this, we must move beyond the text and discover how the referent
system of the viewsr is shaped end perpetuated.

With &heresurgence of Western feminism Inthe sarly 1870s,
feminist scholars began paying particular attention to imeges of women in
the mass media (Root, 1964; Coward, 1962). Women began to complain that
posters of nsar-naked women in subways, train stations and at the werk
place made them uncomfortable and even angry. The ubiquity of ads selling
the fernale body, lead feminists and non-feminists alike to ak the question:
what is the relationship between advertsing images and the way women
experience the world?

Inan articie for Spare A4, a British woman describss her feelings
about the advertisaments that surround her everyday:

I am alone in the underground waiting for & train. All around me

are huge images of female parts: giant rubbery peach-tone breasts,
wet 1ips, denim bums, damp looking stomachs, long legs in high
heels.. . | don't know where to look that doesn't make me feel
vulnerable Or angry. A mancomes into the tunnel and looks me up and
down. AH these ads are like his gang - telling him 1am a cunt-

thing, & leg-thing, a breast-thing and that | am waiting for him.. ..
(Quoted in Root, 1984, p. 56).

There 1S no proven causal relationship between advertisements and
the y/ay men look at and treat women inreal life. 'Ways of seeing' are much
more complex than simple causal relationships (a point te which we will
return later). However, advertisements are not benign either; they do not
simply reflect the pre-existing world. Images reactivate or putinto
circulation definite meanings such as sexual stereotypes and attitudes. Ads
put old stereotypes inte new currsncy. "Photographs.. . constitute a highly
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coded discourse which among other things, constructs whatever itisinthe
image as the object of consumption = consumption by looking, as well as
often quite literally by purchase" (Kuhn, 1985, p. 19).

Why do women's bodies sell products in this society? Mere
importantly, why do men and women alike teke this fact as a given? Kuhn
(1985) points out that "whenever we look at painted, drawn, sculpted or
photographed images of women, itis important for us to remind ourselves
that images of women have traditionally been the province and property of
men" (pp. 10-11). The definitions of good photographu and beautiful art have.
traditionally been conceived by men, and men owned and managed their
production. Representations of women inadvertising is not unique inits
address of the male gaze. The voyeurism of this gaze is engrained in this
society; it isthe norm.

In patriarchal society most representations of women connote
‘other-ness,” difference from the male norm (Kuhn, 1985). Berger (1573)
explains that the rise to prominence of the female nude in Europsan oil
painting depicts e turning point where women's bodies became the object of
the gaze. At that time it was considered socially unacceptabie to gaze at
nakedness, but quite & different matter to gaze upon the nude. The nude IS a
form of art; a representation to be revered. It should be treated as
something removed from the actual model, itis no longer the woman who we
are staring at, but an object that we are spectators of.

?he popularity of the nude was conceived and enjoyed within a
particular material context. "In the art-form of the European nude, the
painters and spsctator-owners wara usually men and the persons treated as
objects, usually women™ (Berger, 1973, p. 63). Berger continues that the
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tredition of the nude in European oil painting has been instrumental in
molding the acceptable way of viewing women today:

[Tlhe essential way of seeing women, the essential use to which
their images ere put, has not changed. Women are depicted In

a quite different way than men = not because the feminine is
different from the masculine - but because the ‘ideal’ spectator
is always assumed to be male and the imege of the woman is
designed to flatter him (p. 64).

However, the male gaze connotes significantly more than mere
voyeurism; it is a controlling gaze. “To possess a women's sexuality isto
possess the woman; to possess the imege of a woman's sexuality is,
however mess-produced the image, also in some way to possess, to maintain
& degree of control over, woman in general” (Kuhn, 1965, p. 11). Advertising
images a¢’: the potential buyer to enjoy the sensation of power end control
which images of young scantily-clad women suggest to meninthis society.
Women and men are taught that the female body connotes something of
which men have control.

Until very recently, women ha:-2 had no options but to look at other
women end ourselves by identifying with the male gaze, seeing ourselves as
objects of desire which need to be improved and moditied to meet artificial
male standards of ettractiveness. Advertisers need not bother addressing
male and female sudiences separately, because in this society women grow
up learning to look at themselves in the same way es mendo. Inorder to see
men as objects of sexual availability, women have work against the grain of
haw they have been taught to “see.” (Root, 1984).

A good example of this point can be made with the image examined in
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the preceding section. We are not particularly stertied or surprised by the
image of the two women against the tree. However, it is difficult to
imagine the same picture of two men; one in his underwear, legs spread and
hair messy, leaning into the tree. The second man would be dressed ina
denim jacket, stomach exposed, backed up against the tree and staring with
pouted lips into the cemera. The substitution seems quite ludicrous. In
fact, men are seldom picturedin passive roles of any kind, much less backed
up against a tree. Men's imager; Inadvertisng are generally active, social
and professional.

Coward (1985) suggests that when women view images, especially in

magazines, it is arare opportunity to freely "look."

photography is permissible looking when the photograph is
removed from the context where staring would be unacceptable.

In our society, men do stare - et women, Itis alook which
confers & mastery. Itrepresents a right to assess, pass judgement
and tnitiate orinvite on the basis of that judgement. Women do
not stare at people inthis way, we ere not the subjects of the look
but the objects. With photographs, we can look end look, not just
at men, but at everyone {p. 52).

Women grow up with the social experience that their self-image is
key te their success and ability to be loved. Sexuality IS Intricately linked
to the visual image that men impose upon us and we impose upon ourselves.
We have & preoccupation with watching ourselves through other's eyes
(Coward, 1985). Berger (1973) explains that "one might simplify this by
saying: smen sct and wamen sapesr; Men look at women. Women watch
themselves being looked at.. ..The surveyor of woman in herself is male:
the surveyed female. Thus she turns herself into an object - and most
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particulerly an object of vision: 8 sight" (p. 47).

What most advertisements @/ women give Inwomen is a chance to
enhance end improve their physical appesrance by way of purchasing a
product. "But unlike advertisements directed at men, this is not the power
over people and things, but the power of becoming the perfect s/g#¢™ (Root,
1984, p. 66). This type of power is limited. Itis located interms of sexual
display, not in ective subjsctivity. Where men's sexuality is traditionally
defined US active, seeking, end decisive. Women's sexuality has been defined
for her as the opposite of these characteristics. Supposedly, femaie
sexuality Isresponsive. Therefore woman is defined by her ability to elicit
aresponse inmen (Coward, 1985).

These defined cultural "ways of seeing" &re & pervasive part of our
refersnt systems for understanding the meaning of advertisements. Bearing
this in mind, let US return to an examination of the image of the two womsan
against the tree. Feminists such as Myers (1982) point out that fashion
advertisements such 88 this one have incorporated convantions of "erotica”

and pornography into their appeal.

The central motif of most pornography is the presentation of
women's bodies, or parts of them, for consumption by men.

The weman will be positfoned In{ront of the cemers in s way
designed to produce maximum arousel In the purchaser by making her
body accesible to his gaze (Root, 1984, p. 43).

For example, the posesinthis ad, the woman's legs spread, the lips
pouted, arme above the head, arms out to the side in passive submission,
have all become @ kind of short-hand for sexusliity across genres of
photography. Infact, Coward (1985) contends that the codes which
characterize pornography are in no way confined there. “The direct look of
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the woman to the viewer, who identifies with the position of the camsra,
for example, pervades not only fashion magazines end advertising images
butis also characteristic of portrait photography” (p. 16).

The women egainst the tree are not only “caught” in submissive poses
by the male gazs, they are posed in such a way as to suggest sexual
availability. However, infashion photography the wsys inwhich these codes
are incorporated are constantly chenging. At first glance, this image may
seem to signify defiance on the part of the women. These women are not
impsccably groomed and manicured for the male spectator, nor are they
openly happy with his stare. However, Coward (1985) points aut that

The look of defiance, the pouting scowling feces are part of the
current tendancy to represent women as attractive whether or
nat they wark 8¢ it. Indeed, the look ultimately says, ‘It's not
beceuse of my invitation that you will want me. You will want me
anyway.” We are meant to read off from the narrewing of the
eyes, the perfection of the skin, the posture of the body, that

this is a person confident of sexuel response whether or notitis
sought (p. 59).

Inother words, the process of image productionis an evolving process. The
sites of exploitation in images is always shifting (Myers, 1982). The
common strand is that good photography is defined by a controlling male

In pornography, the spectator can gain instant gratification from
viewing the image. The pornographic image is defined by the sexual
satisfaction that can be taken directly from it. The image i s posed just for
Aim On the other hand, in fashion photography the spectator is positionedin
such @ way &s to connect the pleasure of looking with the product being sold.
Fashion advertising, on the other hand, works to displace the spectators
instant satisfaction. The fashion image promises satisfaction upon the



purchase of the product (Myers, 1982). For example, the woman who is
backed up against the tree, is not placed in such a way as to offer
immediate masturbatory satisfaction for the male spectator. Instead, her
image of wild sexuality, youth and beauty make us yearn for similar
experiences, whether we want to be her a be the one controlling her. The
clothes will, in some way, help us realize those fantasies for ourselves.

Feminist debates 0n pornography are far too complex to examine
here.5 Many feminists ars convinced that codes from parnography are the
root cause of numerous social problems, suck as rape and harassment, and
therefore propose that a solution is anti-pornography legisiation.6
Feminists such ws Coward (1982}, on the other hand, are not so convinced
that these images ore the problem at all. The meanings that faminists find
problematic in the images themselves are by no msans confined to
pornography. The codes of fragmentation, submission and availability are
ubiquitous. This is a time when women should be exploring how to define
their own sexuality, not concentrating on how to legislate against

As feminists, itisimportant to remember that any research that
involves women's experience with images, must take into account that the
referent system of the subjects have been shaped and influenced by the
Issues that we have just discussed. Further, feminist researchers are not
exempt from these sexist idioms. We must be reflexive to the fact that
these are the same factors that have also shaped our viewing of images of
women. This reflexivity must be brought to research on women's
experiences. These considerations can oniy serve to enhance models of
decoding and reception.
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NOTES

1 Areferent is a real thing outside the world of advertisements.
Williamson defines a referent in the following way: "Saussure says that
with the word H-0-R-S-E, where the concept of tha horse iswhat is
signified, the referentis what kicks you. Thus the referent always means
the actual thing inthe actual world, to which @ word or concept points. The
referent isexternal to the sign" (1984, p. 20).

Z The sign is the smallest unit of meaning. The sign has a particular
meaning to a person Of group of people. The signifier end the signified are
the two parts of the sign, but can only be split for analytical purposes. In
reality, a sign is always thing + meaning. See Seiter, E. (1987). Semiotics
end TelevisiOn. InR. C. Allen (Ed.), Lhsnnels af Biscoursea: Talavision ond
Lontemporery Criticisn (pp. 17-41). Chapel Hill: The University of North
Carolina Press.

3 Foroverviews and bibliographies of feminist literature on the
images of women in the Mass media, ses Fishburn, K. {1982). kaman i
Fopular Culture: & Reference Guide \Westport, Conn.. Greenwood Press.;
Kuhn, A. (1985). 7Ae Fawer af the /mage: £s5ays on Keprasentation snd
Sexus/ity Boston: Routledgs & Kegan Paul.

4 See Butcher, H. et al. (1981). images of Women In the Media. InS.
Cohen, & J. Young (Eds.). In 7h4e Menifactire ar News: Devisnca, Lacisl
Frotlems and the Mess Magis (pp. 317-325) ,Beverly Hills: Sage,; Pearson,
J.C.{1985). &andar Communicetion Dubugue, lowa: Wm. C. Brown Publ.
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5 Forexcellent overviews of both sides of the feminist/pornography
debates see Turley, D. {1986). The Feminist Debate on Pornography: An
Unorthodox Interpretation. %acralist Raview:, 16(3), 81-96.; Ellis, K. (1984).
I'm Black and Blue from the Rolling Stones and I'm Mot Sure How | Feel About
It: Pornography and the Feminist Imagination. Sacialist Raviaw, 14(3),
103-125.

6 The most influential sources that make the case for legisiating
pornography include Brownmiller, S. { 1975). Agsinst Gur w77l New York:
Simon & Schuster.; Dworkin, A. (1979). Farnagrephy: Mean FeSSessing
Wamen New York: Periges Books., Ledersr, L. (1980). 7akea Rsck the Night.
wWamen an Fornagraphy. New York: William Morrow & Co, Inc.; Griffith, S.
(1981). Farnagrephy ond Silencea: Lulture s Kavenge Agsinst Neture New
York: Harper& Row.; MacKinnon, C. A. (1984). Not a Mors?Issue. ¥&/& L&
and Folicy Reviaw, £(2), 30-41.

7 The following sources are responses Po feminist such as Andrea
Dworkin and Catherine MacKinnoen who in essence joined forces with women
of the right wing to fight against Pornography. The following feminists feel
that this alliance ISdetrimental to the women's movement. Anti-
pornography legislation addresses the symptoms and not the causes of
women's oppression. See Vance, CS. {1984). Pleasure and Danger: Toward a
Politics of Sexuality, InC. S. Vance (Ed.). F/aasura énd Denger: (pp. 1-27),
London: Routledge & Kegan Paul.; Burstyn, V. (Ed) .{1985) . Wamean Agsins!

Lensarship Toronto: Douglas & Mcintyre.



CHAPTER IV
MAGAZINE ADVERTISING AND U.S. CONSUMERISM

Pateman (1983) suggests that some of the most influential
semiological works on advertisements {i.e. Barthes, 1963; Williamson,
1878) heve virtually ignored the particular communicative situation that
exists when these advertisements are encountered. Advertisements ere
always encountered in & particular context; one inwhich the reader IS
expecting themto be present end inmore cases then not, the resder is
expectingto avaré them.

The type of advertising image examined in chapter three isarich
source of study in itsown right. However, we must remember that
magazine advertisements aie always viewed within a particular context and
notas isolated Images, Magazine advertisements cannot be examined in the
same way as say, e painting a an artistic photograph. These Images are
made to sell a product or a service to & particuler audience of consumers.
At the very least they attempt to involve the readerinwhat Williamson
calls the first level of meaning, recognition. Through differentiation, the
viewer recognizes a particular brand among the thousands ef other brands
competing for his/her attention. When a reader picks up a magazine, he/she
enters the viewing process aware of the purpose of advertising and aware
that the magazine he/she is reading will Rouse advertisements.
Furthermare, because of mass over-exposure to advertising, the average
readeristemptedto flip passed or to view advertising ina non-critical
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fashion. ! Inrecent years the primary tesk of advertisers has not been how
to show their product in the best light, but rather, how to capture the
consumer's attention inthe first place (Rutkowski, 1987; Ravo, 1987).

While the primary concern of this chapter is to examine the political
economy of advertisinginthe US. magazine industry, this examination will
be placedin the wider context of U.S. consumerism in the 1980s. In doing
so, the following three questions will be addressed: Whose attention are
advertisers trying to catch and hold? Inwhet context ere the
advertisements viewed? A sre advertisers attempting to catch the
attention of their target audience?

The Targeted Audience

Today, advertisers who buy space in popular magazines are targeting
affluent consumers young and old. But, perhaps the most appealing market
for advertisers insuch magazines as £a/ling Stana, Sports /Hlusireted,
Losmapaliten, &4 end £1/a, are the increasing numbers of young urban
professionals, commonly referred to as "yuppies." Yuppie is an ancronym
making reference to a subsegment of the generation of baby-boomers, those
born between 1945 and 1964. According to Burnett & Bush (1986) "yuppie”
refers more to a life-style within a certain ags range than to a professionai
affiliation.

Yuppies can be characterized as individuals that tend to rely
primarily on himself/herself, are secure, and do not necessarily
exhibit a aspire to traditional American values [such as the
Protestant work ethic]. Furthermore, they are Interested In
satisfying their personal needs regardiess of price. These needs
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tend to be materialistic, as reflected by their stronginterestin
antertainment, Pine food, high tach products, sporty cars, and a
desire for convenience. Rather then relying on spiritualism Or
emotionalism for support they take care of themselves

through wise investments and careful money management

(p. 33).

This growing group of “over-consumers*2 earn an average of $30,000
and fell between the ages of 25 and 45.3 The majority of this group occupy
the "new middle-class' of managers, professionals, entrepreneurs and
rentiers (Davis, 9966). As & group they make up o market segment that 1s
affluent, lives a fast-paced lifestyle, tend not to be traditional in ethics
and most importantly, buy big and buy often. Itisa lifestyle of material
consumption and self-absarption.

Although it is quite obvious why advertisers would want to target
this group of consumers, itis less obvious where this group of consumers
hes sprung from in such large numbers. The category of consumer celled
"yuppie" did not develop ina vacuum. Rather, this group emerged as a result
of the interplay between various socio-economic and political dynamics.

Davis (1986) explains that the US. labor market is currently at a
stage of "overconsumptionism.” He points out that inthe 1970sthe US.
ecunomy was already well onits way te being structurally transformed; the
emphasis shifting from production-intensive industries to service or
"tertiary” industries such as health care, business services and fast food.
These industries demand & large, 1ow-status and low-wage work force
(many times made up primarily of women) to keep them operating, which in
turn demands a large menagerial staff to supervise the work force.



Of the 3.6 million manufacturing jobs added to ths American
economy since 1948, 3 million were filled by non-production
employees and at least 1/2 of those were managerial posts....
Blue-collar employment has fallen by 12%8 - and there ere r.erly
9% more managers (Davis, 1966, p. 213).

According to Davis, this shift to tertiery Industries is not the only
reason the U.S. economy has seen a decline in production labor. A decline in
trade union organization among blue-collar workers, coupled with a
decrease in social activist efforts to re-integrate minorities, especially
Black males,4into tt2 work force, has leadto a gradual disappearance of the
"old" working, and to some extent middle classes. Itis not that blue and
white collar production industry jobs no longer exist, itis simply that their
numbers pale incomparisen to "tertiary” industry workers and managers.

Davis posits that "overconsumptionism" is the result of two
dynamics. First, the "edaption of American industry to new conditions of
industrial consumption,” and second, "the fetter that over-consumption has
placed on the productive economy and structure of the job market" {p. 2 19).
The new gconomy has been likened to an hour-glass, with the high wage
earners on top, the low wage earners 0N the bottom, and the middle
disappearing. Davis predicts that the consumer market will become
increasingly polarized; on the one Rand, those at the low-wage, low-status
end frequenting K-Marts and other low-budget department stores for
merchandise and on the other hand those in the managerial strata will
increase their consumption of “. .. luxury products and services, fsom travel
to designer clothes, to posh restaurants, home computers and fancy sports
cars" {p. 218).
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Overconsumptionism. . .signifies both state-originated transfers to
the middle class and the conditions of extra-economic coercion or
menialization which now nurture the luxuriant growth of super-
exploitive small businesses geared to the ‘affiuent’ market. It

also involves a politically constructed stratification of occupational
categories in the tertiery sectors that disqualifies and deskills

the majority of workers to the advantage of a credentialed a
managerial minority (Davis, 1986, p. 219).

Magazines: A Context for Consumsrism
The new middle strata of prsfessionsls are also consumers of

magazines. Most US. popular magezines target young, effluent end generally
White audiences. Popular magazines such as £a//ing Stong target a
readership thet is between the ages of 18ard 34.5 The advertising industry
relies heavily on magazines to reach a readership that has the cash or the
credit to buy their products and services. Magazines ere a major, and for
some companies primary, means of introducing products to the U.5.
consumer. PO fully appreciate the relationship between American
consumerism and the magsazine industry we needto briefly examine the
history of magazines end magazine sdvertisments.

The following general history of the US. magazine industry is taken
primarily from the work of Compaine {1979, 1982) Becauss Compeine's
analysis is one of the few sources that has looked at the magazine industry
and its history indepth, his work can be looked et &s & valuable referencs.
His main points of explanation and criticism are useful and informative.
However, Compsine's work suffers from many of the ailments of mainstream
media studies conducted around the same time. Compaine's analysisisa
gross over-sirnplificatlon of the make-up of the American population and
should be treated as such. He assumes that Americans are s homogenous
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mass of individuals whose history of magazine use and productioncan be
charted in svolutionary progressions. Furthsrmore, Compeaine's analysis
implies that magezines offer a democratic and ideologically neutral form of
information end entertainment. For example, Compaine explains that today,

magazines are an:

inexpensive and open marketplace for an exchange of Ideas,
opinions and information, as well as a forum for debate.. ..
Magazines dlay & role in public enlightenment.. ..[Tlhe
magazine hes long been the communicator and sometimes
initiator of popular culture. ..[They] have provided a wide
range of diversion.. . Finally, they are instructors that help
with daily living" (1979, pp. 130-131).

Granted, magazines cen be these things, but they are not &/ways
these things for their readers. Individual magazines have ideologies of
their own. They ere not a politically neutral source of information, but
rether, @ highly ideclogical and specialized message system. Eachmagazine
offers its own consistent preferred reeding of the world that is centered
around a particular subject matterand eimed e a particular sudience.

As & mass media form magezines are barely & hundred years old in
this country. They have evolved from being & source of general information
(such as television is today) to & source of specific information for &
particular pertion of the population's needs arid interests. Magezines, along
with newspapers, were one of the first mediums to offer national coverage
to advertisers. They have always allowed space to advertisers, but
advertising as well as the magazines themselves have had to change to
accomodate changing social patterns. Forexampie, as the U.S. population

became & more effiuent consumer society in the post W.W.1{ era of the
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twentieth century, educational opportunities changed for many, and for
most, leisure time increased.

The 1950s brought about social programs which encouraged men and
women to marry young and become a traditional nuclear family consisting ob
the male breadwinner and the {amale housewife.6 The magazine industry
respondedto this flux inreadarship climate by offering more specialized
and diversified publications (see Landers, 1386).

The magazine industry has survived, essentially, by attempting to
keep pace with a changing, fragmented society. Ore of the major reasons
that the magazine industry has been able to change so successfully in#
changing society, is because getting started in the business has always been
relatively easy and inexpensive. For this reason itis a highly competitive
business, with new small publications constantly battling for a space in the
market already established by the giants, such as Time Inc., whose
publishing revenues in 1980 exceeded $600 million {U.S. Bureau of the
Census, 1981). However, explaining 8 medium's survival does not explain
Aoy readers #sé that medium, it simply explains that in economic terms
the medium is popuiar and it is being purchased.

According to Compaine (1979), the following factors relating to the
changing US. magazine readarship forced the magazine industry to change
and diversify: First, as the society became more economically and socially
complex, there became & need for job specialization. The subgroups in these
specialized areas of expertise needed a forum inwhich to discuss end
explore their area of skill and interest. Therefore, a demand arose for
professional and trade periodicals. Second, magazines have often shown a
reflsction of changing American freedoms and tastes.
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For example, the woman's mergazine /& was startedinthe 1960s as a
vaice for the Women's Liberation Movement. #& is a magazine for women,
but it differs significantly from the "women's magazines" made popularin
the 1940s and 1950s. /s was conceived as a feminist magazine involved in
the personal and career growth of women. /& shifted emphasis from the
private world of the emphasis home to the public world that women must
face intheir struggle for equality with men.

Compaine goes on to explain that the main reason magazines have
beenable to so sucessfully diversify is because the U.S. Is & consumer
haven. For that reason advertising has always paid an important part inthe
life of magazines. In 1935 advertisers spent a total of $136 million on
magazine pages. This advertising was spread over 187 magazines surveyed.
In 1978, advertisers spent $2.7 billion on magazine advertisements spread
over 4,120 magazines surveyed.

Revenues from advertising serve to subsidize the major expenses
incurred Inthe publication of the magazine. Traditionally, advertising was
the main source of income for magazines. Now, increased subscription and
newstand prices mean magazine publishers are gaining a significantly
higher amount of revenues from their purchasers. "Inthe late 1960s
advertising accounted for 60R of total receipts for general consumer
magazines. But by 1976 it accounted for only 45%of revenue, as publishers
pushed up subscription and newstand prices and accepted lower circulation
and slower growth rather than offer the discount subscriptions of the past"
(Compaine, 1979, p. 141). In 1929, 6 1 magazines earned revenues of $185
million from advertisement revenues. In 1978, 102 magazines reported
advertisement revenues of $2.3billion. Today, advertisers compete for
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space inhundreds of periodicals that comprise a multi-billion dollar
magazine industry.

Rolling Stone: A Haven for Targeting Yuppies
The images that serve as the basis for this study all appeared in

~alling §tone magazine between August 1986 and December 1987. Ralling
Stane is e glossy popular magazine that focuses on Rock music,
"contemporary culture,” and the personalities that are perceived to make up
the Rock and Roll scene. The magazine also runs articles on politics
(generally Vibeiel, but far from radical), the arts and social commentary.
Rolling &tone has a circulation of 1.1 millionandissold in 96
countries (Audit Bureau of Circulations, 1987). The magazine calsbrated its
20th anniversery in 1987, and that year proved to be & record-breaking one
for advertising sales. Voted by 4gwast as having the fifth best showing of
any magazine inthe US. for advertising psrformance (that is the increase of
annual advertising revenues), Aa/ling Stone increased its advertising pages
by 23.1%from the previous year, bringing the total advertisement pages up
to 1,464 (Ravo, 1987). Gross advertising revenues, therefore, alse rose to
an impressive $39 million, up 40.5% from 1986 (Gallagher Report, 1987).
These impressive figures are & far cry from the magazine's humble
beginnings &s the brainchild of current editor and publisher, Jann S. Wenner.
Wenner describes the first issue as a8 Rock newspaper that was "not just
ebout music, but also about the things and attitudes that the music
embraces. .." (Bredy, 1986, p. 12). A 1987 column inthe Aew ¥ark Timas
describes the magazines beginnings: "The first issue of Rolling Stone, off
the press in San Francisco 20 years ago, feetured John Lennon on che cover,
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24 pages of music news and criticism..and some advertisements for FM
stations and albums. One issue offered & free 'roach clip'. . .to every new
subscriber” (Ravo, 1967, p. 1B). The first copies were newspapers produced
in Wenner's loft at 25¢ each. Inthe last twenty years, the magazine has
moved steadily snd successfully into the main stream, both financially and
polltically.

Despite the fact that the original contents of the magazine were a
voice for 1960s counterculture, the magazine has always turned a profit and
Jann Wenner sees no contradiction between the magazine's roots and its
financial success. He explains that the magazine is the most papular with
the audience that is between 18 and 34 years of age who make up the bulk of
the population and who ere becoming increasingly more affluent. 4direst
describes this following as gaining "the allegience of aging baby-boomers
with a fundamentally youthful product” {(Rave, 1987, p. 1D).

The adult demographic profile of the magazine's readership certainly
supports these claims. A 1987 survey of the magazine's readership (notice
that the readership figures are over two times the size of magszine
circulation) showed that of a total readership of 5,208,000 adults,

3,060,000 (56.8%) are men and 2,148,000 (41.28) are women. Of this
population, 4,417,000 fall inthe age range between 18 and 34 years with
the median age being 25.1 years. 51.1% of those surveyed attended or
graduated from college, the majority live in urban areas and the median
income of the adult £a//ing Stane reader IS $29,693. They not only Pit the
baby-boomer prafile they often fit the yuppie profile as well.

The companies who advertise in Fa/ling Stone are targeting this
large and affluent group of consumers. Advertising space costs $33,405 for
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a nationally run full-page 4~color ad inareqgular addition and $35,745 in
special anniversary editions {Rolling Stone, 1987). These costs are
relatively close to the cost of running full-page ads in fosmapoliter and
£le, end are relatively inexpensive compared to Sparts /Hustrated which
costs $92,580 fora 4 colored.? A company like Georges Marciano
advertising Guass brand jeans, who ren 1 full page black and white ad in
every hi-weekly editionin 1987, plus e photographic essay of six full-page
ads inone addition, spends approximately $661,925 in one magazine inone
year. Furthermore, these Georges Marciano ads ranjust as heavily inat
1sast two other magazines during that time.

Not all advertiserschooss to run their ads innational circulation,
however. &e/ling Stong offers regional rates that are substantially lower
then the national rates. Forexample, if an advertiser chooses to run a full-
page 4-colorad inthe mid-Atlanticregion exclusively, itwill cost tne
advertiser $10,210 ss opposed to the $33,405it would cost to runit
nationally (Rolling Stone, 1967).

The expenditures of the Georgses Marciano company seam small
compared to many of their major compstitors for the denim clothing market.
Forexample, Levi Strauss & Associates of Son Francisco, who ere ranked the
highest for expenditures of all fashion advertisers, spent $71 millionin
total advertising in 1985. Approximately $29.5million of which was spent
on promoting jeans alone (Advertising Age, November 23, 1987).

Levi Strauss spreads its advertising dollars across many media
including, television, redio, newspapers, network cable, as well as
magazines. However, magazing advertisements do comprise a major share
of the Levi jeans and sportswear campaign. In 1986 the company spent $5.1
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million on magazine advertisements alone. In 1987 Adgvartising Age ranked
Levi Strauss & Associates in the top 200 advertisers in the US, comingin
at 106. The number one ranked company, Proctor and Gamble, spent
approximately $1.2 billion on advertising in 1986 (Advertising Age,
September 24, 1987).

How Brands get Noticed

Because companies spend such large sums on their advertising, they
employ advertising agencies to get their product(s} noticed. This is no small
Feat in a market as heavily saturated as the US. magazine industry. Art
directors are constantly searching for new ways to present their clients'
products. Inthe last feys years the trend has beantoward the presentation
of big and striking photographs to sell images of products. "This year,
photographers are being encouraged to fill entire pages with their best: The
full page bleed {borderiess] is today's format of choice. A discreetly placed
logo or a tiny product shot is added out of necessity, but the picture is the
star" (Madlin, 1987, p. D 12).

These ad directors report that they are instructing the photographers
to "tap in" 0N new energy by interpreting ideas about the products, e.g. the
sexiness of wearing tight-fitting jeans. The full-page black and white
photography used in both Guess jeans ads and also Obsession cologne ads are
some of the first end best of a larger trend in fashion photography.
According to Jac Cloverdele, creative director of Clarity Coverdale Rueff in
Minneapolis, "clean, dramatic, black-and white portraiture that's strong and
realistic is very big right now" (Madlin, 1987, p.012}. Visual ideas expressed

through beautiful photography, according to many art directors, is what is
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now grabbing the attention of an audience that {s becoming increasingly
harder to impress.

Some art directors feel that the easiest way to hold & reader's
attentionis by startling them. One advertisement for Jacques Moret
bodywear shows @ woman in a straight jacket struggling to free herself.
Once she is free, she is shown wearing Moret bodyweer. A female account
executive at the company that designed the ad describes it as "denigrating
to women...It's [the ad] set up ina masochistic way. It goes way overboard
in getting across the message of breaking free of constricting clothing"
(Rutkowski, 1987, p. 22). Creative director David Wiseltier insists that the
ads are simply the product of & particular creative strategy. "We did it
within & concept -~ the straightjacket is the opposite of freedom of
movement in body wesr...The {#d] shows a woman in the stressful pressure
of today's life -~ it could have baena guy. The woman gets a little freer.
The body wear is the hero" (Rutkowski, 1987, p. 22).

Many ad directors, however, state that violence and graphic sexual
imagery in advertising i s increasing because”.. .the focus isto startle
people, maintain their attention, even with a negative stimulus. It's like
spitting on the table” (Rutkowski, 1988€, p. 22). Bob Manley, creative
director of Altman & Manley in Boston defends the Georges Marciano
campaign as part of this trend to arrest the viewer's attention through
photography and image. He states that, "it's sexy, it erotic, but there's also
an attempt at getting a gut response from the reader. It's not a superficial
presentation” (Madlin, 1987, p. 13).

Art directors such as Alberto Baccari, creative director of Armando
Testa Advertising, defends ads with startling or sexually explicit imagery
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0n the grounds that "8 strong visual image can rescue & product from
obscurity. Any product without emotion is meaningless™ (Rutkowski, 1387,
p.24). Baccari goes on to say that he does not believe in violence, butif a
violent image is whet "works" to sell the product he will not hesitate to use
that approach. Most of the ad directors interviewed in Rutkowski's article
claimed they do not believe in violence, but they do believe in
communiceting "on the edge."

For better a worse, advertisments such as the ones for Guess jeans,
that employ striking photography with often startling imagery, are getting
noticed. InJanuary of 9988, Adwest gave the Guess campaign a
Badvertising award fer becoming "even more offensive, dropping what little
pretense the earlier ads had of being something other than sordid...The ads
give a gloss of chic to whet can scarcely be interpreted as anything other
than sick relationships between people” (p. 10). Furthermore, Norma Ramos,
general council Po Women Against Pornography warns that these ads
"reinforce the role of women as victims. Also, the aura of sex is there, and
it works to fuse violence with sex" {p. 22). However, in March of 1988, the
Guess campaign was voted in an Sdweak survey as the 5th favorite print ad
campaign among Americans in 1987. This time the Agweak writers
described the ads In this way:

The Georges Marciano Guess jeans ads, Some examples of which
crossed the Rubicon from the risque to a new category all their
own, attracted plenty of attention because they sre much more
dramatic than most fashion advertising...They reveal women in
disarray, inobsessive, exciting, compromised a dangerous
situations. The ads work because they convey the message that
these clothes are worn by people who take chances, whose lives
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are anything but conventional. They were a natural to score with
women looking for adventure and glamour (March 7, p. 36).

Just e these women might be will be explored in the next chapter. The
Calvin Klein Obsession cologne ads, also used for this study, were voted
number one in this survey. Agweek describes these ads as a campaign that:

...has consistently delivered an artful mix of sex and mystery, and
that's the main reason for its success. Style-conscious audiences
enjoy puzzling over meanings of ik &ds, one of which shows what
look to be living statues ina garden of obelisks. The shapely, bronzed
models facing in different directions raise questions: With whom

ere they obsessed? What are their secrets? Whether the ads are for
clothing ar cologne, these images stop readers in their page-turning
tracks {p. 32).

It isreadily apparent from the discussion above, that advertising
agencies must go to great lengths to capture the attention and Imaglnation
of a advertisement-worn Yuppie readership. It is also painfully apparent
that what "works," that is, what gets noticed and hopefully Increases sales,
often times has very little to do with what the art director personally finds
tasts’ul aroffensive. The encoding process of advertising is driven by
monetary value. If an ad campaign {s “badvertising” but It "works" the
campaign is a success. Art directors are paidto "turn people on” to the
product Or the product's image and they are willing to push the 1imits as far
as they can to re-invent "the sell.”

Whose attention are advertisers inthe 1980stryingto catch? The
increasing number of affluent young profassionals who make up the
manager91 strata of the "tertiary" industries. The context in which
advertisers are gaing to great lengths and great expense to catch this
sudience's sttention IS {n popular and trade magazines. Finally, art
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directors claim that the best way to get their ads noticed by en ad-weary
public is to startle them, using artful full-page photography and sexual,
often violent imagery. The next chapter explores what women think of
advertisements, advertisers, and startling imagery. Do women see
advertisements the way the art directors would like them to?



86

NOTES

! See: How Consumers See Advertising. { 1987, December 7). Agweaer,
pp. 34-37. Foracritical view of how consumers understand advertising see
Pateman, T. (1983). How is Understanding an Advertisement Possible? InH.
Davis, & P. Walton (Eds.), Zengwage, /mage, Nedis (pp. 187-204). Oxford:
Blackwell.

2 Qver-consumers in this case refers to those on the affluent end of
the managsr/low-wags non-production earner- dichotomy. Tile term does not
necessarily means that these individuals consume more than they "need," it
means in comparison to the low-wage earners they make up the majority of
luxurious consumption.

3 The age categorization of yuppies can vary with different reports,
although Burnett & Bush describe them as a group between 25 and 45, some
reports lower the bottomend to 22, while other reports consider a 45 year
old yuppie to bs a contradiction interms.

4'The American economy has signally failed to re-integrate Black
male workers, whose participation rate in the labor force.. .has fallen
from eighty percent in 1945t0 barely sixty percent today" (Davis, 1986, p.
207).

S Rolling Stone Media Marketing Facts: Adult Demographic Profile.
(1987) New York, N.Y.. Ka/iing Stane

6 See Hewlett, S. A. (1986). The Abberant Fifties. in 4 Zassarlire (pp.
231-286). New York: william Morrow and Co. Inc.



7 £772 magazine is o monthly with a circulation of 600,775 paid and
31,790 nonpaid. A one-time black and white full-page ad costs $15,400. A
4 color ad costs $23,100. ZLesmapalitanis a monthly with a circulation of
2,873,071. A one-time full page black and white ad costs $34,100 and & 4
color ad costs $45,890. Sparts Hiustreiad i1sa monthly with @ circulation
of 2,975,000. A one tims full-page black and white ad costs $59,345 and a
4 color ad costs $92,580. All information found in Gill, K., & Boyden, D. P.
(Eds.). (1988). &&/e Directory of Fublicstians (Vol. 1). Detroit, MI: Gale

Resesarch Co., Book Tower.
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CHAPTER V
HOW WOMEN SEE ADVERTISING IMAGES:
A READER-RESPONSE STUDY

The following is & study of how women decode advertising images.
Specifically, linterviewed women about advertisements fitting the profile
described by art directors in the previous chapter; those that are full-page
photographs, often with startling or erotic imagery. The main purpose of
this study is to determine how the women interviewed decode these
advertisements compared to the preferred meaning inscribed by the art
directors. My intentisto discover whether the respondents employ
dominant, negotiated or oppositional readings (Parkin, 1972, Hall 1980) of
these ads.

This study is strictly exploratory. Itis not intended to be
representative Or predictive of haw women in general use images. Dueto
the restrictive size of the sample, there will be no attempt to genaralize
my findings to other women. Instead, the aim of the following study is to
follow-up the various theoretical analyses of images offered in the previous
chapters with reader-responses from women.

A total of 9 women were Interviewed, ranging in age from 19 to 53.
Since ell the advertisements for this study were taken from £e//ing Stane
magazine, the women chosen for the study were those whe fell within the
age span of Aa/ling Stane readership in general, although two of the women
are somewhat older. Dueto fauity tape-recording on two of the interviews,

e0
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only 7 transcripts will be reproduced here. However, comments from the
lost interviews, recorded in note form, will be included where appropriate.

An initial sample of five women was chosen as a result of a
questionnaire (see appendix A) that Icirculated ina night class of adult
students that | was teaching et a large mid-western university during
winter of 1988. Inan attempt to avoid conducting a study comprised solely
of university students, |decided that 1 would only interview two women
from my class. The rest of the semple consists of women from varied walks
of life.

The final sample of nine women consists of the following sub-sets:

13 One of my 19-yaar old students who is also & part-time bank

teller, her friend, also 19, who is 8 reservation clerk, and her sister,

26, who is a homemaker end procurement clerk.

2) A 22-year old graduate student.

3) A 38-year old receptionist who is & friend-of-a-frlend of mine.

4) A 37-yearold executive secretary and her 40 year-old friend who

work together at the same company.

5) A secretary of 5% and her daughter, 28.

The women were interviewed either in their homes a dorm rooms and
at their convenience. All interviews wsre conducted individually. As it
turned out, all the women were interviewed around 7:00 p.m. aftsr the work
day and dinner hour. Some of my hosts offered me tea, coffee and/or soft
drinks while others chose to make the interviewing session an informal
pasty, ordering in pizza and Coke.

The interview sessions began with the women filling out & brief
questionnaire on themselves (see appendix B) while I explained that |
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wanted to know their feelings and opinions on the advertisements that they
were about to see. If there was more than one interviewee at the house,
these preliminary steps were accomplished as a group. All of the
interviews, however, were conducted on an individual basis.

I chose the focused interview technique to assure that each
interviewee was shown the same advertisements in the same order.
However, tho questions that the women were asked were !eft unstructured.
Eachinterview bsgan with questions about the respondent's magazine
reading habits, such as when they first beganto read magezinss for
pleasure, what kinds of magazines they reed now, why and when they read
them, end so on.

Next, each respondentwas asked if she was familiar with £a//ing
Stane magazine and if | needed to explain the format to her{all the women
were familiar with Ra/ing Stans) Finally, | asked each woman to address
the following questions when viewing an image: wouid this ad catch your
attention when thumbing through a magazine; and if se, why? Is it for
pesitive Or negative reasons? How does this ad make you feel? Isthe ed
erotic for you personally?

After listening to each woman's response, | probedto see if there
wos anything else about the image she would like to talk about. After being
shown the lest advertising image each woman had the opportunity to
express anything she wanted about the images, and/or advertising in
general. She was also encouraged to talk about herself.

Once the tape recorder was turned off, the women | interviewed
generally wanted to talk about My research and how their responses
compared to others before them. Mast thought it was 8 worthwhile endeavor
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while others found it hard to imagine how their responses to magazine
advertisements ceuld result ina scholarly report. Each woman has been
promised a copy of this chapter.

[nitial Findings

Itis difficult to talk about images as images. Itis much easierto
talk about the context inwhich an image sppsars. The women inthis study
were much more comfortable expressing their feelings about their relation
to advertising than their relation to the images inthe advertisements. It
could be because, as ley-people, we have a limited vocabulary with which to
assess the quality of images ina still photograph. Instead, our impressions
of photographic images are generally expressed emotionally, and emotions
are difficult to put into words.

Ore of the respondents, Nancy, had the easiest time expressing her
impressions of the images themselves. Nancy isan artist. Most of her
responses reflected her artistic training, such as references to the beauty
of line, end the use of (or the lack of) artistic taste. However, even Nancy
could not articulate the contradiction she felt when viewing an
aesthetically pleasing image that is et the same time personally offensive.
She questioned which property would impact on her the most, the message
of the image or its composition. The question remained unanswered.

Inaddition to the problem of articulating impresssions of images,
there is the difficulty women face when expressing pleasure in looking.
Women are often hesitant to admit that the viewing of an erotic photograph
may be pleasureful for them. Because women are not trained to seek

pleasure from looking in the same way as men,! they are often
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uncomfortable describing their feelings about 1goking at pictures. |feel
that many of the Women | interviewed think that there is something
perverse or perhaps compromising in looking. While looking for pleasure is
uncomfortable for some of the respondents, others find it impossible.

... | have a problem equating a picture (with eroticism]
... | can't make the connection. When you are in high
schaol and someone sneaks a glrly magazine o a guy
magazine [in] and | could never understand [the attraction).
If you can't live it. ..l don't understand.

Approximately one half of the women in this study described the images
they were shown as "erotic,” but only one said that the images were erotic

for her personally, and for this reason she tries to avoid them:

I think they very much affect our minds. Extremely.
I know they have. Se, I'm very carsful about what
magazines | look at now. Yes, I do think they mold
US into becoming what a particular ad wants uS to
become. | do believe they affect people.

The women in this study also found it difficult to describe emotions
concerning eroticism and erotic acts; often times resorting to very
masculine vocabulary. For example, one interviewee, explains:

It is not okay to expose women like that, |feel. It
makes men think that is the way we should be. The

men expect that. They ge out to a bar and they see
awoman and of course sbe wenis it. ... Men think

we are ssking for Ji. (my emphasis;).

The point I am making is that distinguishing dominant, negoiiated and

oppositional reedings from the women's responses teé magazine
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advertisements isnet e straight-forwardtask. Cultural codes, such as the
constraint of the male gaze, must be taken into account when making thess
interpretations. The responses of these women needto be examined on
several different levels, including emotional responses and aesthetic
preferences. The reeder must be careful not to confuse contradictions that
are due to lack of vocebulary with true contradictory statements.

Bearing these considerations in mind, responses were determined to
be dominant, negotiated Or oppasitional according to the following criterie:

A dominant response refers an overall reeding of an advertisement
that isuncritical of the representation of femininity, masculinity end
human relstionships inthat ad. The dominant ideology of the adis
transparent for the reader. This IS not to sag that she necessarily
"identifies" with the image. Forinstance, a dominant decoding cf an ad
which pictures two women undressing one another dees not suggest that the
rsaderidentifies with lesbianism. Instead, the dominant reader assumss
that advertising images have e neutral quality; that no matter whet the
subject matter, the images are acceptad at face value, as simply
advertising. The dominant reader's attention can be held by an "srotic”
image without her becoming critical of it or negative toward the product. In
fact, quite the opposite might be true. If the erotic ad catches her
attention, she may indeed feel positive toward the product.

A negotiated reading of an advertisement describes a response that
begins to be critical of an ad interms ef what the viewer perceives as
normal for herself. She cannot conceive of herself inthe same poses and
relationships as these people. However, she is willing to negotiate with the
image fn order | o make it acceptabie to her world view. Forexample, she
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may see an ad which shows the backs of six naked people and at first she
finds the image startling, even offensive. The next step however, may be to
attribute the appsel of the ad to a bold Nnew concept in advertising. When
the image does not fit her world view, she negotiates with the text in order
to read it ina dominant way.

Finally, the oppositional reader works "against the grain" of the image
inorder to deconstruct its preferred reading. The oppositional reader
cannot identify with the image and does not think that snyons else should.
She is highly critical of the image. She contests the dominant reeding of
these ads, £ondoning either censorship of the ad campaign and/or & boycott
of the product. An oppositional reader of an advertisement may extend this
contestation to an entire line or brand.

As was the case Inthis study, reader's responses often fall
somewhere in the middle of three decoding strategies. |preferto think of
the decoding categories &s points on & spectrum. Responses can, and often
do, fall somewhere in between the three points. However, for the sake of
convenience and utility the remainder of the findings will refer to the three
decoding strategies of dominant, negotiated and oppostitional.

Only one of the women in this study, Tamie, gave 8 dominant reading
of these advertisements. Tamie is insistent that advertisements are
innocent in themselves; itissilly to take them too seriously. The women in
these photographs are not really going through the situation prescribedin

the photograph.

| would just think they are models posing. | wouldn't think there iS
any significance to them.. ..That first picture of the girl standing



against the tree, no one would stand that way. Itis more of a pose
than anyone trying to put across areal message.

Tamie does not consider there to be any emotional value to the
photographs. |f the photograph catches her attention it I because it is
aesthetically pleasing. When the coloring in the ad did not please her, she
did not notice the ad, N0 matter what the subject matter.

Two of the women In this study, Nancy and Sabrina, gave negotiated
readings of those advertisements. Although Nancy's interview did net
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record, a very strong theme ran through the notes that i jotted down by hand.

Nancy reported that the subject matte.- of most the advertisements would
generally be offensive to her, especially their representations of women.
However, she did not find these ads offensive because "they did not speak %o
her." She found that she could not Identify with the age and body shape of
the models, the clothes, and/er the messages in the ads. inorder to
comment on them, she needed to negotiate with the text bo produce an
oppositional reading.

Sabrina, on the other hand, negotiated with the text in order to give 8
dominant reading. The nudity and sexual overtones of these ads did not
offend her and she found a majority of the ads quite Intriguing. Sabrina
describes Calvin Klein's ads for Obsession cologne as "tasteful art." She
does not consider herself a person who IS easily persuaded by advertising,
end therefore she judges the quality of advertising very much at face value,
for its aesthetic appeal.

... I'mnot easily persuaded by anad. | 1ike to test things out for
myself. | usually take an ad for whet 1t 1s, something to look at. 1|
guess | know what to look for. When Ilook at an ad I reatly

don't pay that much attention to what Itis selting,who is in the
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picture and what they are doing.

Far these reasons it would appear that Sabrina's reading of these ads i s
dominant. However, when Sabrina is confronted with an ad which depicts an
unfair representation of a woman, she tends to negotiate with text ina way
that places the blame on the particular ad director that created it. For
example, vhe might say the ad i s probably directed toward men a that the
art director must be o man. She also negotiates with the fact that
magazines 1iks £a//ing Stane and brands 1ike Calvin Klein ordinarily produce
"bold" advertising presentations. Once she was aware of the name of the
magazine or the brand of the product, the image was no longer startling, but
somehow expected.

The majority of the women In this study (Laura, Elizabeth, Linda,
Rosie and Heidi) gave oppositional readings of the images; although Laura
did concede that when she was inher teens and early twenties these images
may have appeaied to her. Inthis senss, Lauren's reeding could be construed
as negotiated/oppositional. Elizabeth, on the other hand, thought that all of
the ads were "cheap." She felt that this kind of advertising was 'disgusting"

becuese it undermines healthy sexual relationships.

... 1 think they are cheapening sex, snd | happen to think that
sex IS a pretty terrific thing. | object to pictures that make it cheap.

Elizabeth described the pictures as pornography, which send out
messages to young girls saying the way to get 8 man's attention is to
"cheapenyourself.” Rosie's reactions were very similar to those of
Elizabeth. Rosie, however, carried her oppositional reading & bit further,

calling for censorship of a1l ads showing nudity, sex Or violence. Bath Rosie



and Elizabeth insist that not only would thay not buy this proauct, they
would encourage others to do the same. Linda also suggested that a boycott
was an answer to this kind of "sick” edvertising campaign. However, where
Rosie looked closely at these ads in order to actively protest against them,2
Linda insisted that by not allowing herself to invest any emotional .ime in
the 8ds, flipping passed ads which she found offensive, she could do as much
damage to these large companies as someona whe actively protests. Linde's
IS en economic solution, while Rosig’s solution is more political.

Finally, Heidi's oppositional reading differs from the others in two
significant ways. First, Heidi is the only woman in the bottom age range of
the sample to give an oppositional reading. Three of the oppositional
readings came from the women 37 years and older. Besides Laura, 26, the
younger women, Sabrina 22 and Tamie 19, seemed more talerant or even
oblivious to the sexual and violent overtones of these ads.

Second, Heidi was the only respondent in the sample to take 8
feminist oppositional reading to these ads. Her criticisms of the ads were
based on the belief that these ads exploit women.

Whet | have noticed inell of these [ads) is that the men is extremely
dominant and powerful. in all of these he is controlling the woman
....Thisisn't ‘hot. This is exploiting women. This is showing men
inpowerful positions.. ..

Heidi admits in her interview that she sees images differently now
that shs has been exposed to fem*nist ldeas in college. Before then, she wes
not critical of the advertising industry’s treetment of women. Her
oppositional readingis due in part to feminist consciousness-raising.

h rview
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The following pages contain the images thet the interviewees were
shown, in the approximate order in which they were viewed. The Images are
then followed by the transcribed interviews. Preseriting the un-sedited
versions of the interview experience allows the women to speak for
themselves On the written gage. It also gives the reader the opportunity to
agree or disagree with my interpretations.
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Sub-Set *1: Heidi, Tamie and Rhonda

Heidi, Tamie and Rhonds wers interviewed at the homs of Heidi's
parents one evening in April, 1988. Rhonda and Heidi offered me a Pepsi
while Iset up the recording equipment. While the women filled out the
guestionnaires | played with Rhonda's three years old boy. His needs
interrupted much of the interviewing process and could explain why my
interview with Rhonda did not record.

After the women were done filling intheir questionnaires, | asked
them as a group about their magazine reading habits. They ell reported that
they beganreading for pleasure with teen magazines like 7iger fest and /&
Rhonda was about 12 and Heidi about 8 when they started reading these
magazines together. Although 7jger fesi and /& are Rock and Roll oriented
teen magazines, Rhonda and Heidi did not look at them for the music, they
looked at them for the pin-ups of their favorite teen idols. Tamie reported
that she too read the teen magazines starting around age 8, but also read her
mother's "women's" magazines that were around the house.

Heidi

Heidi is 19, white, and single. She isa college student majoring in
physical therapy. She isalso a part-time bank teller. She lives inthe
country inthe out-skirts of the city with iier parents. On her questionnaire
Heidi indicated that her favorite kinds of popular rnagazines are fashion,
news and women's magazines. She generally reads magazines with friends.
She does not subscribe to any magazines herself, instead she generally buys
them off the news stand. She reported that the main things that hold har

attention in advertisements are attractive models, clever phrasing and sex.
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Heidi is very thouchtful about the advertisements and takes her time

to decide before giving a response to them.

V.. What do you think of this ad for Obsession cologne?

H. I'mnot offended by It. I'm not sur8 | want it in e magazine | look
at. You can advertise cologne without showing people naked.

V.. What is the first thing that would draw your eye to this ad?

H: Probably the woman. You see her breasts. you don't see anything
exposed on the men.

V.. So, it is the bodies?

H.: Right. Definitely.
V. You said you don't find the ad offensive. D0 you find it erotic?

H: No.
V.. Have you seen these ads by Georges Marciano far Guess brand jeans?
(Ithen explein to Heidi the numberof times these ads have appeared in the
Rolling Stoie over the past two years).
Would this ad catch your attention?

H: Yeah, 1think it would.

V.. what about it would catch your attention?

H: We looks like an old man and she looks like a young girl. She l0oks
like she could be his daughter.

V.. How does that make you feel?

H.: Wondering why. Why would they [Georges Maricano] do thet?
[1t's] kind of sick.
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¥.. If this ad caught your attention, and you have gotten as fer as to wander

about the people in the ad, do you think you would go a step further and try

to figure out what the product is?
H: No. Never. If | was looking at this, I1[might] say, ‘Oh my god, look
at this girl. She's kissing his head' and so on. Idon't think | would
look enywhere else.

V.. What do you think or this second ad for Obsession cologne?

H: Ch my goodness. It looks like. . . .anorgy or something. Itlooks
gross. It's offensive showing women Inthat regard. | don't know.

V.. You said you have seen several ads like this one for Obsession. Would
you buy the product?

H:. Ihaven't bought it yet.

V. Would these ads keep you from buying it?
H: | don't think | take it seriously. Itis not the cologne they are
advertising, Itis the bodies. So, | don't take this product seriously. 1
wouldn't see it on the page.

(Heidi is then shown the "fashion lay-out" from Rolling Stone).

V.. Would this [the first photograph] catch your attention?

H. Definitely. Now, these are all models?

V.. What would you think if you sew these for the first time in £a//ing
Slona?

H.2 | would think it wasn't a £a/ling Stane book. I'd be looking at the
cover again, | think. 1didn't know they were allowed to put this stuff
in regular magazines.

V.. Do you think you would come back and read the writing or the first page?

H.. No, I don't think so. I'd be gawking at the pictures, wondering
what was coming next. | never read the fine printin magazines.
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V. Do you like these pictures?
H: No. | do not.

V.. Is there something erotic about them even if you don't like them?
H: No. i really don't get anything out of them except to say, 'why are
mienyglhere?' I don't think most people do. 1don't care for this kind of

(Heidi is then shown the first Georges Marciano photo essay).

V. Would this catch your attention? Would you questionnaire want to flip
through the whole series?

H: Probably. [I'd be] thinking it was a fashion kind of thing.

V.. How do you feel about this picture [of the women against the tree]?
H.. | don't know. They look kind of wild, kind of untamed.

V.. Would you f1ip through the rest of the pages?
H: Yeah.

V. Go ahead and fiip through the pages, if you want.
H: 1t kind of tells a story doesn't it?

¥.. What do you think of the story?
H.: 1t looks like these girls ere just thers. The guy i making out with
one [and] the other two look like they are about to. Thay are about to
be intimate a whetever. The guy decides Re wants another one. He's
through with the one he had. This one looks like she was hit, or
maybe She is sed. He doesn't 1ook like he i's even paying attention to
whet is going on. And then at the end, one is happy, whether the rest

are Or not. | don't know.

V.. Bo you think this would bother you once you put the magazine down?
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H.. 1would think, ' wonder what they are trying to advertise? |
would look through it again and think whet are they trying to
advertise here. Are they trying to advertise hair, DeCause the hair
stands out & lot to me. Isitthe hats? Isitthe scenery? Least of

ell, jeans. She doesn't have jeans on. |wouldn't get a Jeans
advertisement out of this.

V.. Would these ads catch your attention? raung giri dencing with sn alder
mon.

H: Maybe. | don't know if | would look herd at them. It looks like
his daughter with him in a bar. [And] here ina bar ageln. Itlooks
like & father and daughter relationship to me.

(Heidi is then shown & Georges Marciano ad of @ women In s bar).

V. How do you feel about this woman?

H.- She looks like she wants it [sex]. You know, she IS waiting for a
manto approsch. All he hasto say IS 'hello.' It is very suggestlve
with her legs open like that. [Itis showing] a lot of skin. The look on
her face.. . she is not smiling. Itisa look of passion. Sheisinsg bar.

V.. Do you have any other feelings about the picture? it 0.K.?

H. Itis not okay to expose women like that, | feel. It makes men
think that is the way [women] should be. The men expect that. They
go out to a bar and they see a woman [and] of course, she wants it.
It's everywhere. Itis hard for women to say 'no' because [men] don't
believe them [because] it is not what the magezine says. [This kind of
attitude] can lead to date rape and sexuel assaults, because men think
we are asking for it.

V.. Ifyoufirst saw this ad, would thoughts like that come to you pretty
quickiy?

H: Yes. |don't know how quickly they would have come to me {f |
hadn't taken my women's studies class. That isa real eye-openerto
things. Now | see things differently. Now i look into the picture
more.

V. Now you are more sensitized to these things?
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H.. Now, stuff comes on T.V. and I'm griping about it, and my
boyfriend seys “shutup, it IS just T.V.

(Heidi is then shown the final Georges Marcisno photo essay. She glances
through the sequence of photos).

H. What | have noticed in all of these is that the manis extremely
dominant and powerful. Inall of these he is controlling the women.. .
The Guess jeans ads must be owned by men.

V. If you were looking et these ads with your boyfriend and he says, 'these
are neat and these are really hot!" whet would you say?

H. Iwould say, ‘no itis not hot.' would argue with him, definitely.
This isn't hot. This is exploiting women. This is showing menin
powerful positions. |argue with him about it all the time. Look at
this one, it looks as if he is holding her back from something. |
definitely would say something whether he would agree a not. |
think I'would point out the things that offended me. Itlooks like she
doesn't want to go.. .That's what 1 get from these.

V.. Say these adc were posed the same way, but the models were wearing
things you really liked, is there anything about these ads that #ould keep
you from buying the product?

H: The ads that appeal to me, that | would make the connection with
are not like this. Ilike to see the whole product [so] | can see what it
looks like and 1can make a choice. Inthese Ican't see the clothes. |
don't think 1 would make the connection not to buy the product, but it
depends on what the product IS.

[Guess] are nice jeans. | have 3 pair. They last the longest. I love
them. They are the only ones that fit me as a matter of fact. But |
don't agree wlth the way they advertise. They would probably do @

lot better If they chose another way, | don't knew if they could, but if
they could just advertise so that [you] could see them [the clothes],
they need to show the actual product.

V.. Why do you think advertisers spend so much time and money for these
kinds of lay-outs?
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H.: Probably first to grab your attention. You are going to look
through the whole thing in hopes [the advertisers hope] that you will
remember that name. When you go into the store, you'll remember
that little logo. [If} maybe twenty people see the logo that would be
good enough.

It seems like & reel gamble.

Tamie

Tsmie is 19, White, engaged to be married, and is & reservation clerk.
At the time of the interview, Tamie had plans to Begincoliege in the Fall.
From her questionnaire Tamie reports that her favorite type of magazines
are fashion and women's magazines. She generally reads magazines alone
and sometimes discusses interesting articles with friends a co-workers.
She does not subscribe to any magazines. 8he buys them off the newstand a
borrows them from a friend. The two things that hold her attentioninan
advertisement are attractive models and romance.

Tamie's answers about the advertisements were very swift. She

made up her mind very quickly about each ad.

V.. What kinds of ads would catch your attention in @ magazine?
T.. | like nail polish ads [with] bright colors, and perfume ads; sexual
orromantic things. No specific one thing, but mostly the models and
romantic ads.

V.. So ads do catch your attention. You pay attention to them.,
T.: Yes.

V.. Have you seen this ad for Obsession cologne?

T.. Actually I haven't. I've seen other [similer] ads for Obsession.

V.. Would this sd catch your attention?
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T.. Chyes.

V.. Whet about it would cetch your attention?
T.. They have no clothes on!
V.. Can you remember where end when you first sew this ad a similar ads?

T.. Ads for Obsession | have seen in [Cosmopolitan]. This IS the first
time | have seen this ad.

V.. When yoU first saw this ad, did you wonder if it belonged in a popular
magazine?

T. When Ifirst saw it, | took & double [take]. It was a |0t more close
up than this one. You kind of had to look at [it] a second time to see it

was two naked people. | kinda looked at it ageift and thought it was
kind of risque.

V.. Have you seen the Georges Marciano ads for Guess jeans?

T.. No.

(I explained to Tamie abeut the ameount of times these ads had fun in Rolling
Stone over the past two years, and then moved on to the first ad).

V.. Would you stop and ook et an &d 1ike this?

T. No. If you didn't see the little logo, you wouldn't know what the ad
was for. Like Innail polish ads you see the hands, you know what itis

for [selling]. Seeing this, you don't know what the ad is for. Plus, it
is  colorless.

V: So, the black and white [coloring] does not arrest your attention, but
would actually make you fiip past It?

T.. Yeah.

V.. If you were to stop end ook at this ad, what feelings would you have
about it. Hew would it make you feel?
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T.. ldon't think the models are attractive and the whole thing behind
them is unclear. The whole thingisunclear. I'd go right by it.

V.. Have you seen this second Obsession ad?
T.. I'haven't seen this one either.
V.. If you first came across this ad, would you stop and look at it?

T.. Yeah, I would take & double look to see, to figure out what ft 1s a
picture of.

V.. How do you feel about the bodies?
T.. Well, itis two women. That's kind of kinky, | guess. [l don't have]
any real feelings, Itis typical of that product's [CalvinKlein] ads. |
would look at it twice.

{Tamie was then Shown the "fashion lay-out" from Rolling Stone).

V.. If you first came across this in £a//ing Slane megamine, would you stop
and fook at it?

T.. I'would probably stop to see what it was an ad for.
V.. Would you read the writing?

T.. lwould probably read the big letters. | probably ¥ould not read
the fine print. It says fashion et the top.. .

V.. What about this picture. Do you have any feelings 8bout this picture o
the people init?

T.. I'd probably just look and go on. If 1didn't know what it was for
and it didn't say inthe bold letters, I would probably just go on. If
there were several pictures Ifke that together I would probably try to
figure out what it was for [selling].

V.. Would you find it odd to see these pictures in Ke//ing Stand?

T.. Yes, probably I'd pay more attention to the writing. Romance
catches my attention, but not how itis supposedto [get me to buy the



product]. That has never affected me that way. 111 look at it as
'that's & neat ad' or 'that's creative or different' or whatever, but I
won't think.. .'I'll go out and buy the perfume now.

¥.: Do you find these ads erotic?
T.. No, not particulariy.

V.. What about the Qbsassion ads?
T. Not perticularly. Risque is the word I would use.

(1then showed Tamie the first Georges Marciano photo essay).

V.. If you came across this in e magazine, would you look &t it?
T.. Probably. | have seen series like this where there Is just the
name at the bottom. Like in Sevartesn inthe August back-to-school
issue where there isngot even very good picturas of the clothes. Itis
mare images, like this. So, | have seen this kind of thing before.
There isnota lot to It. It probably would not catch my eye. The
messy hair on the models would catch my aye more than the clothes.

V. Whet about the relationships between the people I the pictures? What
do you think is going on?

T. |'would just think they are models pasing. | wouldn't think there
IS any significance to them.

V.. Isthet generally how you look at ads?
T.. Right. That first picture ¢f the girl standing against the tree, no
one would stand that way. Itis more of & pose than anyone trying to
put across a real message.

(Tamie was then shown the Georges Marcianc ads of the young girt dancing
with the older man).

V. Would these ads catch you attention?

T.: No.

106
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V.. Not sven the relationships of the two people?

T.. | probably wouldn't look that fer into it. I'd probably just see that
it was an ad for Guess jeans. Usually when 1100k et ads | just see
what the product is [and] the variety of things they are advertising. |
don't really think about the ads that much. | would see Guess jeans
and go on. Iwould not think about the relationships between people.
And seeing all these in black and whits, Irealize how much color
catches your attention. The black end white would not catch my eye.

{Tamie was then shown the Georges Marciano ad of the woman in the ber).
V.. Would this ad catch your attention?
T.. No. the girls are not even wearing jeans.

V.. Who de you think they made this ad for? Whose attentionis it supposed
to grab7

T.. Probably guys. [They are] advertising toward women to buy
jeans, but It would be the guys that would look at the models. |
suppose both [guys and girls]. | think of Aa/ling Stane as more [a]
guy's then {a] girl's magazine. That could be & misconception.

(Tamie was then asked to thumb through the final Georges Marciano photo
. es5ay).

T.. The background would catch my eye more than the people. Maybe
as far as relationships [go], he seems to be much older. These have
little background. I'd look twice at this [the girl kneeling in front

of the man]. It'skind of weird. If they are trying to portray the
image of the female on her knees to the male it is kind of offensive. |
wouldn't assume that that is necesserilg what they are trying lo do.
But | probably wouldn't look &t it close enough to analyze it. This one
looks 1ike what & jeans ad is supposed to Be. She is wearing jeansand
& jacket. The other pictures don't make sense. Itis kind of absurd. If
itistrying to get across & message, | don't see one.

V.. You said earlier you do not feel there is any connection between the ads
you notice and the things you purchase.



110

T.. I think & lot of people are drawn inby ads. | guess | am just
aware of the advertising pitch or what they ere trying to do. Maybe
some people are not [aware], |can see thelr [sdvertisers’] angle,
where they ere going. Ilook at ads like I would window shop. 1don't
ever go out and buy something | see in a8 magazine, unless the product
appealed to me, not the ad.

V.. Why do you think advertisers would go to all the time and expense to run
ads that do not even have their name on them?

T.. The Guess ones did not have the name, but they had the little
symbol at the top. They are trying to make that stick in your mind.
Most people know that symbol. It doesn't make & lot of sense to me.
Everybody advertises, itis obviously effective for most people.
During the day there ere diaper and cereal commercials. They are
focusing on the woman at home. Iguess | feel I can see through them.

Sub-set #2: Sabrina
I interviewed Sabrina in her dorm roomin April of 1988. After she

finished filling in her questionnaire, 1asked her about her magazine reading
habits. She explained that she was most intrigued by sports magazines
when she was a young gir1 of 11 and 12. Then ghe and her sisters graduated
to the teen rock star magazines. She recalls that they would sit around on
the bed In her room and swoon over the male pin-ups. This activity always
took place ina group a inpairs. Reading these magazines alone look all the
fun out of it. She neverread girls' teen magazines. She describes them as
toe dull.

After the interview was complete she introduced me to her friends
from the dorm. We all had a good laugh over what they considered to be &
very "pop culture" research topic.

Sabrina is 22, Black and single. She is a graduate student who livesina
graduate student dorm cn campus. From her questionnaire Sabrina reports
that now she reads fashion, music/contemporary culture and sports



111

magazines. She reads hsr magazines both alone and with friends. Although
she does not subscribe, she reads a lot of magazines during the week, either
buying them from the newstand, borrowing from & friend or reading them in
the dorm lobby. She reports that the advertisements most likely to keep her
attention are these containing bright colors, attractive models and besutiful
photography.

Sabrina IS very articulate and enthusiastic. Her responses reflect her

enthusiasm and her quick sense of humor.
V.. Do you ever read Ka//ing Stoné?
S.. No, but Ithumb through it in the store.

(I then explained to Sabrinathat all the ads she was about to see had
appeared in Rolling Stone over the past two years).

V.. Have you seenthis ad for Obsession cologne?
S. Yes.
V. Diditcatch your eye?
S: Oh yeah. Itdidcatch my eye.
Q.: Why? What was the first thing that caught your eye?
S. It's got naked people, It's got naked men, geeze.
V. Didthe coloring of the ad catch your eye?
S.. No.
V.. What about the naked women?
S.. What about ‘em? They are just there. It would be kind of crazy to

have three naked men standing alone. They are just an added
attraction.
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V. Doyou like the pictures?

S. Yeah. Its [the photograph] got style. Tasteful art is what I guess
you would call it.

V. Is there any connection between ads like this and you buying their
product?

S.: No.
V. lg all advertising that way for you?

S.. Yeah. I've beenin situations where people talk about advertising,
how it persuades, end all the things that it can do. Ifind myself being
very careful. I'm not easily persuaded by an ad. 1like to test things
out for myself. lusually take an ad just for what it is, something to
look at. Iguess | know what to look for. When | look at an ad | really
don't pay that much attention to what it is selling, who isinthe
picture and what they are doing.

V. The first time you saw this ad, did you have sny particular feelings
about it?

S. Ithought it was very creative. Iwasn't shocked. | probably said,
'Oh, that's really creative' and then looked up and said, ‘oh, Calvin
Kiein.' | would expect something 1ike that from them, That's thsir
style.

V.. Would this Georges Marciano advertisement catch your attention?
S.. Yes.

V.. What would be the first thing that would catch your attention?
S.. Probably the glasses the man is wearing. The black glasses and
the fact that itis inblack and white. That's unusual. 1don't know too
many magazines that use black and white. There's always some kind
of color thrown inthere. It[the black end white] adds to the mystery.

V.. Do you have any feelings about this ad?
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8. Itis amysterious ad. Kind of gloomy. It makes you wonder what
is going on. Whet is she doing? Why does he have on those dark
glasses? Who is he? Why IS she standing over him like that?

V.. Do you have any feelings about the relationship of the people in the ad?
S Ages, yes. | don't think thst Is her fether. Maybe [she Is his]
girlfriend or mistress. It has that mistress air about it. He is hiding
his identity and doesn't want anyone to know. Nice ad.

V. Do you think this kind of advertising I's erotic?

S. Ithink it is supposedto be. That's the image they [the
advertisers] want to formulate inyour mind. It's so obvious. What
does she have on there?

V. s iterotic for you?

S. That wasn't my initial reaction.

¥.. Would this second ad for Obsession cologne catch your eye?
S.: No.

V.. What sbout 1t would make you flip passed it?

S.: Itsthe coloring. It isawkward. The person IS upside down. It
would take too much energy to try and f1ip the magazine around.
When you are flipping through magazines, you don't want to take the
time. lwant to look et it and be able to see what is going on quick.

{t then showed Sabrina the "fashion lay-out" from Rolling Stone).

V.. Would this catch your attention and would you stop and read it ?

S.. itwould catch my attention, but I don't think Iwould stop to read
it. Itwould catch my attention because | would probably say ‘what
nerve! Gee! {ts kind of bold and unusual.

V: 1f you were flipping through the Ra//ing Stane would you be shecked to
see this?
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S: Yeah. Not a1l magazines can run ads like this and make it. £a//ing
Stane can do that. 1don't think | would stop and read.

Y. Do you like these pictures?

S. Yeah. They are QK. ldon't think the style is anything to write
home about. [think the old sex concept is kindof.. .basic. When

ads try to appeal to that sex side, to that animal sids, it is kind of
basic. Itis the easiest thing to appeal to. Advertisers think that is
the easiest way to get to someone. |guess ! always try to resist. But
I think they are clever. Very bold.

V.. Are they erotic for you?

S No. I heve & problem equating & picture [with eroticism]. .. I can't
make the connection. When you are in high school someone sneaks a
girly magazine or guy magazine [in] and | never could understand [the
attraction]. Ifyoucan't live it... Idon't understand. No. ! don't think
that's erotic for me.

V.. Do you think most men our age would look at these and find them erotic?

S. Sure.
- Q.2 What do you think the difference is?

S.. With these particular ads the emphasis is on the girl. The girl is
the focus of whatever they [the advertisers] are selling. Whetheritis
animage or clothing. | find that distasteful, so I wouldn't stop and
gawk at it. | don't feel these ads are particularly trying to appeal to
women. |guess I would have to read the caption to see what they are
selling. Look. she has & bra on here, and in this one her dress is up,

of course guys are going to find these eratic, where as 8 female [I'm]
not going to be tmpressed. The art work is pretty good, but as far ax
what they are trying to sell, I'm not impressed.

V.. Have you ever Seen the Gesrges Marciano photo essays?

S.. Notindetsil, just bits and pieces.
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V. If you saw that first page would it catch your attention?

S. It would catch my attention. Iwould not read on because there
are nomeninthe ad. Itistwo women. There is not enough going on
to warrant further investigation. You've got two women learing On an
oek tree.

V.. Do you have any feelings about the way the women inthis ad are
positioned?

S.. Ithink there is a message there. Their hairis all frizzled. Idon't
know whether it is from the wind or whether this picture IS
insinuating that they just did something or whether they are about to
do something. There is a slight sexual overtone there. What makes
me say that | am not very sure. Ithink itis this first girl [the one in
the slip], maybe it is her expression or the way they are positioned, or
her dress. Isthat anunderslip? They've got that stalking air about
them like a cat after its prey.

V.. Does this ad bather you in any way?

S Sure. ads like this, inmy opinion, give females a bad rap, the old
seduction concept. That ad is trying to seduce you to do something. It
is sexual, [but] | can't quite put my finger on it. It keeps coming to
mind, the way they are standing. That does bother me. Toa many
advertisements use women in that way. They are used to.. .they are
almost selling themselves {nstead of what the product IS supposedto
be. What is the product?

V.. Why do you think Georges Marciano would spend so much mongey on these
ads and not put there name on it?

S. I'm not sure. 1thinkitisacleverad. Itis different. If their
name is not on it they are gambling with recognition [of the 1egol.
Maybe they are just testing it out. Maybe they are afraidof &
reaction. Maybe they just want to be mysterious and different.

V.. Do you have any feelings about the rest of the pictures in this photo
essay?
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S, Yesh. The first ad was naat and new, the rest become more trite
as lturn the page. Itiskinda like even though Ithink that the adis
kind of sexual, itis kind of negative. Ithink [the first ad] is neat, but
| think the next ad...one girl is Jumbling with the other's shirt.. .I'm
sorry. ..And what is she doing? [referring to another adl Did he beat
her? IS she crying? Is she laughing? There is such a thing as too
much mystery. Whoever |s looking at the ad, you [the advertisers]
don't give them concrete facts. [They]just allow them [the ads] to
manifest things intheir [the viewer's] minds. Sometimes they Can
menifest the wrong thing. By not using wards Or not telling us what
they are selling, they are just leaving it open so people cen think all
kinds of crazy things. Why risk that?

V.. Do you think this kind of advertising can be damaging?

S. Sureitcan. It isnotalways a goodideato leave it up bo the
consumer. Sometimes you [the advertisers] needto tell them [the
consumer] what itisyou are selling. 1guess Icould conclude that
they are selling sex here. The [denim] jacket is not highlighted, itis
what they are doing to one another. Which is irrelevantif they are
trying to sell clothes. These ads are so open-ended. [l ask myself]
'What are they selling? ¥hy did they choose to do it like this? Why
aren't there any words? Why is there so much mystery? Why the
erotic overtones? and that theme just continues throughout.

V. If you were looking at these with a boyfriend or any male friend and they
said to you, 'these pictures are really hot!" How would you react?

S.:You ditzo, of course you think these &re hot. Probably because
guys are not necessarily the focus. They are not going to stop and
think about what the ads are saying. They &re thinking about what
the ad is doing. What's going on inthe ad. Itisanimmediate-type
thing, not & long-term thing. Its not something they would ponder
about. They are not going to bring ethics and morals into it. Guys
just don't do that. Unless maybe the focus was shifted and men were
the focus, then they would stop bo ponder.

V.. But menrarely are the focus of these kinds of ads.
S.. No, they never are, and therefore, they are not going to stop and

ask the same questions | would ask. Because you are looking at it
from two different viewpoints.
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(Sabrina was then shown the ads of the older man dancing with the younger
gir).

V.. Isthere anything about these ads that catches your attention?

S. Well, its obvious that his clothes have changed and hers haven't.
This one looks like the old father-daughter situation. But inthis one
all kinds of things come to mind. She looks kind of young to be with
him. She looks enthralled, almost in awe.

V. Butnotin a sexual way?

S.zNo. Not In a sexual way. | would probably wonder about the age
[difference] and go on.

(Sabrina is them shown the final Georges Marciano photo essay).
V.. Could you talk through the story as you see {t?

S. ...There he is again with another one of his ladies. Heisinawe of
her, like [she] is [his] creation. He's got that 'she belongs to me' look
on his face. And there is always samething in the story you don't
understand. This isthat part. Itis almost as if heisthe pimp and
this is his stable.

V.: How do you feel about the woman who is kneeling?

S: Itisprettyodd... I guess they are giving him their respect Or
humbling themselves to him. They could have more clothes onto do
that. Imean, 8 jean jacket end underwear? |sthat what he requires
of them? Is that what the master wants? Here he is again with his
#1 girl. This must be his favorite. its just him and two more of his
horses in his stable. These are so mysterious and open-ended. Don't
warp my mind with these petty 1ittle scenarios.

Sub-set *3: Rosie

linterviewed Rosie in her apartment one evening in early May 1988. |
had never met her before. She is & good friend of a friend of mine." Although

i had heard a lot about her, 1 didn't know quite what to expect from her
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When | arrived Rosie had just gotten off the phone. The call had disturbed

her. Iexplained that Iwas sorry she was upset and that the interview
would probably be quite "light." Herreply to me was, "Oh, no. This 'is going
to be deep!" Rosie put on a pot of coffee for us, and as she filled out her
questionneire, |set up the recording equipment. She explained to me thut
my questionnaire answer choices did not include enough categories such as
one for Christian magazines and one far certificates earned after high
school. She was sat to challenge me, not in a malicious way, butinan
intellectual one.

Before | asked her about the images i had brought along, | asked her
about her magazine reading habits. Rosie's earliest recollections of
magazine reading go back to reading Aigh/ighis in the doctor's office. She
said her parents didn't subscribe to any magazines. Inherteen years she
read girls' teen magazines like Seventaen She feels her personal style was
greatly shaped by girls' fashion and beauty magazines back then. She
reinembers spending her first paycheck on clothes that looked familiar from
the ads in these magazines.

Rosie is 38 years old, White, divorced and the mother of a 15 year old
daughter. She is a receptionist and is very involved with Christianity and
bible studies. On her questionnaire Rosie reports that her favorite kinds of
magazines are fashion, Christian, interior decorating and science . She
generally reads magazines alone but often discusses articles with friends.
Advertisements hold her attention if they contain bright colors, attractive
models, beautiful photography, clever phrasing, sex, romance, and the

product itself.
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Rosie has very definite opinions ebout magazines end edvertising.
Much of her observation is a reflection of her religious convictions, but
more importantly, her observations ere based on years of fascination with
human beings as social creatures.

V. Do you consider yourself a person who pays & lot of attention to
advertising?

R. Yes, for other reasons than to buy something. Ilike to look at
them to see what they are saying to people. They not only sell their
product, but what are they selling along with that proguct? That's
what gets my attenton, and the words they use.

V.. Bo you think advertisements have an impact on how girls end women
think and act?

R: Ithink they very much effect our minds. Extremely. Iknow they
have. So, I'm very careful about what magazines I look at now. Yes, |
do think they mould us into bscoming what a perticular ad wents us

to become. 1do believe they affect people.

V.. Do you think it is because we see so many of them everyday?

R.: Yes, the way the press seems to be in the last several years. | can
remember looking at magazines, [and] if there was a picture of Farah
Fawcett on one magazine there was a picture of Farah Fawcett on
every magazine. The megazines run it into the ground. When they

run advertisements it is constantly hitting you in different places, so
it does have an impact on your mind. To me, sometimes | think itis a
kind of brainwashing.

V.. Have you seen this ad for Obsession cologne?

R. Yes, | have. It would catch my attention because |am totally
repulsed by it. The resson | am repulsed by it is, number 1, i think it
[the ad] isin s lot of magazines it does cause people to be obsessed.
If | seg an ad like this | will not buy the product because | do not like
how it I's being presented, Obsession is a sickness and | do nol want
to be obsessed. The second thing is, |just do not appreciate how they

TEL &L~
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have the nude bodies everywhere. Our bodies are beautiful or God
wouldn't have made them that way.. .| have much more respect for
my body than the people in these advertisements. won't buy
something if the ad is bad.

V.. Would you buy the products in ads you do like?

R: If Ilike the ad and it is presented in a really nice way then |
would probably buy it.

V.. So, there is a strong connection between ad-ertising and consuming for
you?

R: Yes.
V. Would the coloring inthis ad catch your attention?

R.: The coloring doesn't really do anything for me, so to see it like
that.. . If 1saw something Victorian inthat color a something
vintage where that color would be perfect. But this coler and the way
they have advertised it, | would not buy Obsession. Infact, I probably
wouldn't buy Calvin Klein, so it might estend to the entire brand.

V.. Are you familiar with the Georges Marciano ads for Guess jeans?
R: YEs.
V. Would this ad catch your attention?

R.: Itwould Inthat itisblack and white. That is interesting. And
then there is the bright red lettering. |don't care for it so much. |
would probably flip through the magazine and it probably would not
catch my eye the way the Obsession one did. Inaway I'malittle
offended by this one because of the way she is posed and his 100k on
his face.

¥.. Do you think you would connect this advertisement with the Guess logo
when you go into & store?

R.: I'havent really 1ooked et magazines lately, so I haven't been
bombarded and | wouldn't remember, but if | were looking through
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magazines constantly, yes | would remember Guess jeans and these
particular ads.

V.. Wouid you stop end look at this second Obsession ad?

R.: Yes. it would catch my eye. The reason it catches my eye is
because it looks like there is another body right hare. Isthat true? |
just think itis sad that they would have to resort to this kind of
thing for edvertising. Bacause it IS not family-oriented and it is
pornographic. Itis pornography subtly done and it appalls me. It Is
sexually erotic and | think itis sad. Little kids and teenagers will
see this ad. They [the general public] will wonder what they are going
to do with teen pregnancies, [and] the AIDS problem, but they come

up with these kinds of ads.

(Rosie was then shown the "fashion lay-out” for Rolling Stone).

R.: Yes, this one very much offends me, the reason being, most people
who are going to be reading this are going to be teenagers. Especially
in Kalling Stane, and 1ts formulating an ides IN people's minds that it
is okay to be sexually active even though there is 8 problem with the
AIDS epidemic and niorals and everything. This one offends me
because of the fact that my deughter is 15 1/2 and 1 know she is
going to be lcoking at this. its going to be like, 'oh, itisno big deal,
Mom, he's taking her top off, so what.' 1feel like they have really
gone too far with their advertisements.

¥.. Would you read on?

R.. Myself, { would never pick up en iSsue of £a//ing Stane, but |
might view it just to see what they are showing today.

V.. If you saw this in another magazine, would you go 0n and look at the
other three pictures?

R.. Again, | would probably look for the fact of what they are putting
in people's minds. Just s | know what 1am up against when | have

to explain things to my daughter; that this is not the way life should
be.. .Thisisn't evena subliminal message. They [the two.in the
picture] are coming right out and fondling each other.. .1 am shocked
they have this in a magazine and they arb allowed to printitand it is
allowed to be sold to teenagers. Because t2 me, it looks like it should
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be in F7gutay. Instead of Flsybay, now Kids can go out end buy
Kalling Stane and get very sexually stimulated visually. If you are
usedto seeing it, itreally doesn't affect you too much. If you are not
spiritually awakened it does not affect you too much. if you become
spiritually awakened then itis appalling.

(I then showed Rosie the Georges Maricano ad of the two women in the bar).

R It nauseates me because the women l0ok like they are very drunk
and they have been partying, and her legs are spread, end.. . she has
bedroomy eyes.. . The Guess jeans [approach]is very erotic, butitis
not right for advertising; for kids and for families. Itis not
conducive for good family living.

V.. Do you think Georges Marciang are actively promoting anything other
than their product?

R. Ithink they are promoting alcoholism in this picture. | look at
these women and | feel sorry that they have to do that to make a
living. That they would lower themselves. This girl IS a real mess.
8he looks like she has thrown up & couple af times and kept on
drinking. | don't buy Guess clothes either.

V.. if you saw this first picture in Georges Marciano’'s photo essay, would
you go 0N and look at the rest of She pictures?

R. Every once inawhile t will pick up a [popular] magazine to see
what they are showing. No. | don't like this ad. In fact, | usedto read
£772 but | quit because the advertising is really strange, way-out,
very erotic.

(About the the photo essay beginning with the two women backed up against
the tree):

R. She looks like she has just crawled out of a field there. This ad
does not look as bad as the one we just saw In £a//ing Stane [the
fashion lay-out]. But1 am still offended by the way they [these
pictures]treat women. | don't like this one st all, itislike promoting
lesbianism. And inthis one it looks as though she is crying or hurt or
something. It almost looks as though they are telling a story ar two.
These three people and sex between all of them. That's exactly what |
see.
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... When you try to raise your children to be decent human beings
and then the records and the advertisements and the T.V. programs
are all so contrary to what you believe and how you want to reise
your children, you feel like you are bombarded and your lost.. . It is
really a struggle to stay away from this stuff. Itis addicting, very
powerful.

V. Isthere anything else you want to talk about, about advertising?

R: 11ike 1t when Ituplifts your spirit rather than when they are too
sexy a too erotic. I'mnot a prude. | view people differently than the
way lusedto. People are special. | think they have gone way
overboard in doing whatever they want in front of children. There
needs to be some kind of control, some sort of censorship, and people
who say this kind of thing isart, itisnot art. Itis pornography. Itis
very emotional for me to see these kinds of ads. Because it just tears
down the family. | believe it isaform of brainwashing, especially
for kids who don't have much of a family 1ife anyway.

Subsset *4: Linda and Nancy

linterviewed Linda and Nancy et Linda's home in May of 1988. When |
arrived at Linda's house | found & note saying that she and Nancy had gone
for pizza, and would be right back. They soon arrived, toting pizze and
Cokes. Linda and Nancy had had & difficult day at work and were both more
than ready to have a party. Infact, the three of us talked, ate pizza and
played with the dog for at least an hour before the interviews began.

During the interviews it was difficult to keep them on the subject
beceuse they were both in a very giggly mood. Somehow in the midst of all
the enjoyment, Nancy's individual interview did not record. However, the
portion of the joint interview about magazine reading habits did record. The

following are excerpts from that portion of the evening:
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V.. At about what age did you begin reading magazines for pleasure?

N. It was before |'was in school, probably around 4 or 5. | started by
looking at my brother's magazines.

V.. What kinds of magazines did he get?

N. He got boy's life magazines and | was always very interested in
the calor section in the middle. 1would sneak in his room and read
the color section.

V.. What kind of magazines did you read in your teenage years?
N.. The ones in the library 0n the back shelves.
V.. Which were?

N. The ones with the most crinkled covers. National Geographic was
big because it had naked people in it.

L: You betcha. Those, were one of things we used to read. and #ame
and Geroens because | always liked gardens and flowers and things
like that.

Nancy

Nancy is 40, single, White, and IS the director of communications in a
marketing firm. She reports from her questionnaire that her favorite types
of magazines now are music/contemporary culture, art, end news. She
generally reads magazines alone. She lets her magazines pile up until she
feels guilty, then she will sit down end go through them all in one night.
She 1ooks at magazines almast anywhere. Advertisements catch her

attention if they contain bright colors and clever phrasing.
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Linda

Linda is 37, single, andwhite. She is a part-time university student
as well as a full-time executive secretary to the president of & corporation,
and the president of a hot tub rental business. From her questionnaire, Linda
reports that her favorite magazines are fashion, women's magazines,
technical magazines and trade magazines. Advertisements that catch her
attention are those with beautiful photography and clever phrasing.

Lindais @ very confident woman who likes to elaborate on her
answers, generally relating them to her personal feelings about herself and
her life.

V.. Would this ad for Obsession cologne grab your attention?

L. Yes.

Y.. What about it would grab your attention?
L: The fact that they have no clothes on.
V.. Does the coloring of the ad catch your attention?

L. No. It'snot me. | think it is done for sensationalism and | would

remember the ad Because it i s unique, but I would not remember who

itisfor. Beceuse no one is going to look et anything else [but the
bodies]. They're going to look et this becauseitis e shock item, and
they will go onto something else once they have looked at this. They
won't remember itis Calvin Klein. 1 may look at the picture and say,

‘geeze, thsy are really getting into different ads, and 111 go on.

V.. Do you think this ad by Georges Marcianc would catch your attention?

L. I'dlook atit. Idon't think | would know itis an ad.

V. Would the black and white picture stand out for you?
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L. No. the red would catch my attention right away. Then 1 would
look at the picture and then go on. All it looks like is a greasy old
manto me. |don't know what they are selling. You said it was for
jeans?

Looking at it, he looks sort of mafia end she looks like e cell girl.
¥.. Do you think you would stop long enough to think that out?

L That IS what hit me immediately. Then ! would go away. It
wouldn't sell me anything, I know that.

V.. What do you think of this second ad for Obsession? Would you spend any
time with this ad?

L. Yes, becauseit is sort of neat inthe way itis done. Because of all
the different angles and things it would catch my attention because |
would be tying to figure out what itis. lcan't see.

V. Isthis ad erotic for you?

No. Ilike lines like this. That is interesting. Other than that, 1guess
I would just think itis just some more sensationalism. |8nia firm
believer that if you wear this, it doesn't mean you are going to feel
likeitatall. t just think they are doing it to catch your eye. 1Most of
the time, you don't even know what they are selling. They probably

do more by scenting it than anything else.

¥.. This is a "fashion lay-out" that ran in £a//ing Stane in the Fall of 1587
What do you think of it?

L. lwouldn't stop and read it, but | would probably go onto the
other pages.

V.. What do you think of these pictures?

L.. Ijust don't think they were done in good taste. |don't know what
they are selling. They are getting @ little cheap and sleazy.

V.. Doyou like these photos?
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L: Me? No. Ijust. think people need to be creative. | don't think that
Is creative. If that is what you have to do to catch someone's
attention, you are not creative. That wilt catch enyone's attention.

V.. This is a Georges Marciano photo essay. If you saw this first picture,
would you go on to look at the rest?

L: Yes. Because of this [the model's hair end the 1andscape behind

her]. 1wouldn't look at the clothes, that wouldn't interest me a bit. |

wouldn't consider buying it, | wouldn't even go look at things like that.
V.. Do you have any feelings about the women in this ad?

L.: They always look like they do not have the upper hand. They are
always sort of like scared little puppies or something like that.

Y. How do you feel about that?
L: Oh, I'don't 1ike It very well. Business IS business and they do what
sells. They couldn't care less what anyone else thinks about it, just
as long as it sells.

V.. What do you think about the rest of the photos?
L. That may be appealing to same people, but | weuldn't buy it.
That 100kS like she just got beat up Or raped or something. And |
would definitely go right passed it because to me it 100ks like 3
picture of violence of some type.

¥.: Do you think you spend that much time anit?

L: | would stop, because | don't know what itis for. Iprobably
would stop to see if there was & gangster story or something.

V.. These pictures are noterotic far you.
... No.

V. Iwant to show these two ads [of the alder man dsncing with the younger
girl]. Do you have any particulsr feelings about these ads?
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L. No. None of these ads do anything for me. This kind of thing does

nothing for me. 1 probably wouldn't spend more than a second on
them.

V.. What do you think ef this second Georges Marciano photo essay?

L: There's that old man egain. 1just think of some old guy with a lot
of money and a call girl. Itlooks so sleazy. Itisnot classy, itis sort
of low-end.

V.. Would you consider the Obsession ads to be classy?

L. Well, if you had to compare the two, and one hadto be classy and
one net, the Obsession ads would be classier. But, the ones I notice
have ciean-cut guys and women who are in evening wear. This one
lurks, and that the others stand out inthe open. This guy just looks
sleazy no matter what.

This one looks like it Is & slave trade o something. Normally these
kinds of things offend me, so | won't even give them a glance. Let
them spend their millions of dollars and Iwon't give them the time.
Getting upset about it does nothing, but passing it over and not giving
them any of my money the less they will make and perhaps the less
we will have to see this.

t #5. Elizabeth and Laur

linterviewed Elizabeth and her daughter Laura inJune of 1988 at
Elizabeth's townhouse 0n the out-skirts of the city. ! have known Elizabeth
fortwo years and had met Laura on several sociai occasions. We discussed
work, 1gisure activities and the state cf area retail stores before actually
getting down to the business of the interviews. We hadicedtea before the
interviews and cake ani, coffee during the interviews. The atmosphere was
very relaxed and friendly.

| interviewed them together regarding their magazine reading habits.
Elizabeth recalls reading A#eiap/ey around the age of 10 or 1 1. She was
particularly interested inthe movie star pictures. She would cut them out
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and keep a scrapbook 0n them. She used to lock at these magazines with
friends who would come 0Ver to visit. She recalls swapping cut-out
pictures from different magazines with her friends. Laura recalls looking
at catalogues and cutting out pictures of beautiful women in beautiful
clothes.

When she was in her teens, Laura looked at both girls' teen magazines
and teen rack magazines. She remembers reading Seventeen, Tiger Best and
/&, She was interested in the Rock stars and the Rock and Roll scene. Laura
recalls reading with her sister and with her female cousins, swapping
magazines and cutting out pictures. Inherlate teens Laura switched her
attention to glamour/feshion magazines. She feels that these magazines
don't speak to her now, though, because she needs practical clothes and
make-up ideas for her lifestyle.

Elizabeth, Laura and myself had a conversation about 'erotic'
advertisements that preceded the individual interviews. The following are

excerpts:

L. When it was just Agybay those [the mndels] were just fantasy-
type people. They weren't the type of person you would meet 0n the
street everyday. They were Miss June Or Miss December and there
was 0nly one of them. These people [the models in popuier
magazines] are portraning everyday people. .. They ere supposed to
represant the everage ceenager today who wears Guess jeans ar
whatever. It's not 'Suzy, Bunny of the Month," itis Suzy your
daughter.

E: It is what a1l American girls should be wearing, and If you aren't
wearing it you should be worried gbout it.

L: [Girls will say to their mothers] Mom, this :s what the girls are
wearing to school now, this is how we are supposedto look and this
is how we are supposedto act, like this ad.
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E: Ithink it puts pressure on these kids. Ifitis so readily available
for kids to look at, 8 bunch of girls get together and they think this is
the way they should be acting, and it just puts pressure 0N them.

L. They think they have to be sexy.

Elizabeth

Elizabeth is 53 years old, White, divorced, and is the mother of 3
adult children eges 22, 27, end 28. She isan administrative secretary.
From her questionnaire Elizabeth reports that her favorite kinds of
magazines are fashion, food, and women's magazines. She reads magazines
alone, but sometimes discusses articles in the magazines with her children,
friends and co-workers. Advertisements that most likely catch her
attention if they contain beautiful photography, clever phrasing, and the
product being advertised.

Elizabethis a very warm and sensitive person and at the same time
outspoken and confident in her own opinions. She reacts to images quickly,

- but IS often thoughtful in her explanations.
V.. Have you seen this ad for Obsession cologne?
E. No. It's yuckuy.
¥.. Would it catchyour eye if you were thumbing through this magazine?

E: Yeah, it will catch my eye because everybody is neked. |don't
think you need naked bodies to sell cologne.

V.. If you were thumbing through your son's £a//ing &tene and you saw this
ad, how would you feel about it?

E. [ would be shocked. | certainly would.
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V.. Does the coloring er composition catch your eye?

E. No, it [the coloring] is rather subdued. It isthe naked bodies thet
really caught my eye and I think It |s disgusting.

V.. What do you think of this ad far Georges Marciano? Would the black and
white cetch your attention?

E: it's the red. Probably the red lettering [that would have caught
my attention] and then I would have taken & look at this. 1wouldn't
have spent any time onit. .. It'skind of an erotic pose, but everyone
has their clothes on.

¥.. This is another Obsession ad. Now, I've seen this one in department
stores in the cologne section.

E. You are kidding! With the naked [bodies]? Good God. Ireally
think itisbad. It1Sinbadtaste. Ithink they are tryingto shock
people into buying Obsession. It Is the old shock treatment..

V.. If you walked into Lazarus {a local department store} to buy cologne and
you saw this behind the counter, would it keep you from buying it?

E. Iwould not buy it if they have to resort to that. 1would be more
drawn to buy something that has & displaJ behind it of beautiful
flowers and so on, but not this.

V. This is the "fashion lay-out"that | told you ran in £a//ing Stene in the
Fall of 1987. Could you just flip through it and give me your impressions?

E: Whet are they advertising? The clothes? 1'd expect to see thisin
Flaylay or Aust/er, or one of those magazines. lwouldn't expect itin
a magazine that has a Plymouth advertisement 0n the next page. |
wouldn't expect to see that in an everyday magazine,

V.. Would you flip back to the front page and read what It is for?
E: Nc.

\'.. Do you think they sre erotic pictures?
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E: Yeah, end | think they are cheapening sex, end ! haposn to think
that sex is a pretty terrific thing. | object to pictures that make it
cheap.

V.. Do you have any fee!ings about the two people In the ad?

E. They are too young to be posing for stuff like this. They ere being
exploited. Maybe I'm too old.. . maybe younger people look et this

and they don't think its &s bad &s | would think. FOIr someone my age,
| just think it is young people being exploited.

V. Do you think the viewers are being exploited as well?
E. Right.

¥.. Would you feel any different shout your daughter hoking at these as
opposed to your Son?

E. I'd feel the same for both. There is no distincticn. | think young
men as well as young women need to have some values and | really
don't think that all this exploitation of young bodies is healthy. |
think sex is very healthy, but not the way it is presented in magazines
like this.

V.. What do you think of this Georges Marciano photo essay [beginning with
the women backed up against the tree]?

E: | think «:at isugly. Absolutely ugly. Itlooks like they are
mentally deranged. And they [the advertisers] are making them look
like snimals. Ithink itisawful.

Elizehelfy thumis thraugh Lhe series of pictires.

So, this is promoting leshianism? The girls are just ugly. They look
like they are mentally disturbed.

You could read almast anything into that [woman crying]. ItTooks as
though she has just beenraped. They are sick. Very degrading.

Q.- Why do you think Georges Marciano would go to this much expense and
not even put the name of the products or the brands on the pictures?

E. | don't know. There are some sicks people doing this [putting
together advertising]. They ere projecting their sick psyche on the
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general public. They are real off-the-wall, the people that are doing
that. ldon't think he [the advertiser] likes women.

Vh What would you say to your son if he said he thought these ads were
n atll?

E. No. | don't think so. | think they are sick. | don't think they look
hot. Now, that other one [the fashion lay-out pictures]looked hot.
This is sick. Here, she looks like she has been abused. That's not hot.
Hot, to me is sultry and provocative.

V.. Do you have any feelings about these two ads [of the young girl dancing
with the older man]?

E. This looks like an old guy who istaking advantage of a young girl.
She could be a young hooker. Itis not healthy locking.

V.. So it stikes you as a sexual relationship?
E: Yeah.

(Elizabeth is then shown the picture of the two women inthe bar).
V.. What. do you think of this ad?

E.. It's cheap-looking. She looks like she is 0n drugs.

V.. Do you think young girls looking at these ads think they need the whole
image to look right in these clothes?

E. Sure. This kind of advertising can be damaging. It [the picture]
shows this girl guzzling her booze. What's with all this stringy hair?
Is that supposed to be sexy? It looks as if they need to have their
heads shampooed. To me it Tooks dirty.

V. Thisis afinal photo essay from Georges Marciano. |would 11ke you to
look through Itend just comment on what you think.

E. There's an old guy ogleing a young body. Disgusting. Itis hot-
looking. She's ell boozed up and ready for whatever he is going to
suggest. The older guy IS telling the young girls 'you are going to do it
my way, Or gise.’
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V.. What kind of @ message do you think these pictures send out to women in
general?

E. That you have to throw yourself at the guys, pull your blouse
down over your shoulder, cheapen yourself and maybe you'll meke it.
Disgusting.

It used to be that that kind of advertising was prevalent In European
magazines. A lot of their advertising was like that. Now it is here.
Itis & Europeaninfluence. Here, itis going to shock the American
public and that i s what they [the advertisers] are hoping for.

Laura

Laurais 28 years old, White, single, and is a toning inspector for the
city. Laura enjoys magazine reading as & lelsure activity and reports that
her favorite magazines are fashion, contemporary culture, home end crafts,
food and women's magazines. She reads magazines alone, often sharing
interesting clips with family, friends a her boyfriend. Laura subscribes to
magazines, buys them from the news stand, and borrows them from her
mother. Advertlsements hold her attentlon if they contain bright colors,
beautiful photography, clever phrasing, and show off the product.

Laura is & very confident, warm and talkative woman. She makes up
her mind about images quickly, but then tends to elaborate at length about
her reply. Within her elaborations she tends to unfold interesting insights

about what it must be like to be 8 young girl in America today.

V. You said you have seen these ads for Obsession cologne. What did you
think of this ad when you first saw it?

L: | was shocked.

V.. Where did you first see this ad?
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L. ltwas inthis magazine [ Fa/ling &lana). | thought, wow, they're
really doing new stuff with ads now. But, Ithought to myself, ifitis
going to be inany of the magazinesitis going to be inone like this

that I feel older people do not read. Young people read this and it is

not going to bother them. A lot of the things said end shown in this
magezine are real direct. They use a 1st of slang snd referto terms
that young people understand. 1tis a certain group that understands
this magazine. The readers are probably e [ot more relaxed.

| was shocked, but not Shocked that it was in %/ magazine.

V. What was the first thing your eye zoomed in on when you first sav this
ad?

L.. At first I'thought "I can't be looking at this [right]. This can't be
naked men's bodies." After you ook at it for a8 while you think, are
they really showing the fronts of these people? They are so close to
doing that. And then you say, 'l guess it is not so bad becauseitis
just the backs. Had they shown the fronts, Iwould have thought that
was offensive.

V.. What about the coloring of this ad?

L. I've never understood why they use such smokeu-lense type
pictures. They are all either black and white and blurred Or a tint,
like you would see i f you were looking through & pair of sunglasses.
Maybe by not using all the calors they are not emphasizing one
person, they are going for a general mood.

V.. Does the coloring stick out for you personally?

L.. Yeah, because they are the only ones out rignt now that are doing
it. So, you kind of get to recognize that in their ads.

V. Would this first Georges Marciang ad catch your attention?

L. Notreally. I'have gotten kind of accustomed to the ads. They
always have a real pretty girl with a real natural kind of hair and real
natural face. It's not like she is all done upto go out. A lot of them
do look alike. What would catch your attention on this one is this ald
man. What is this old man doing here? He looks like the Godfather.
Is this supposedto be her sugar daddy? That is kind of gross. Had



136
they put o younger, good-looking man in there, this would just be liks
a casual afternoon [scene].
They are trying *o get you to think. It's mysterious.
I certainly wouldn't waste 8 lot of time figuring it out.

V.. Have you seen this Obsession ad?

L. Yeah. This one I think wes one of the first ones. Wasn't the first
one 8 guy and 8 couple of girls? You really hed to study to see what
was there. This looks like., . maybe three bodies? And it looks like
they are all women. This one doesn't make & whole lot of SEnse. i
just don't understand what they are trying to gel across there.

V. It doesn't bother you.

L. No, it doesn't bother me, it's kind of gross | think. | would
probably flip by it.

V.. If this display were hung over the cologne counter when you went into
buy cologne, would the display keep you from buying it ?

L. tdoesoffend meinaway. If Iwanted that cologne, | wouldn't
relate myself to the peoplein the ads. Isit supposed te be & fast-
paced lifestyle? Are the people supposed to be really fast? They are
trying to give the impression that skiri and good times go together. |
wouldn't buy the perfume for the reason that | thought | was a very
sexy person or something. When Ithink of myself wearing clothing or
perfume, and hew I'm going Po 100k and smell when | go somewhere, |
think of myself more ss & professional person. 1would first think
about how I would like to look around people | want to impress.

V.. Do you wish cologne ads, then, would emphasize other things about a
women besides sexiness?

L.: Yeah, because there is not that much time to be sexy. If you are @
working person and lead a realistic life, | don't have & lot of time to
be sexy. If | arn going to be sexy, | am going to be sexy in private. In
that situation what | am wearing end my perfume is not going to
make me any sexier. The sexiness isinme. ! guess when | wes
younger and | was going out, knowing that there was going to be a lot
of single guys there,. .. Now ! am dating someone that | am really
serious with. | just don't think any of this matters once you get to
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know somebody and you really care for that person. | think more
people are thinking about going to work the next day then going out
and smelling sexy tommorow night.
So, | think they are catering to & group that doesn't have & lot of
cares or responsibilities yet.

V.. So, do you think that if young, single girls are looking at this stuff over
and over, that it can have an effect on their behavior?

L.: 1 think that these kinds of things that you see in megazines and on
TV. as far as clothing [go), dictate to people what is fashionable.
They create the trends. You Can put anything Infront of them [young
girls], but if you see it enough, or just the right person wears it...
.Those people in school who are not only popular but who are trend
setters, will put this stuff into action and pretty soon everyone else
who wants to be popular [will wear it too].

Railing Stanais really hot for these folks because of the Rock music.
This magazine has the music, this is what you are supposed to be
dressed like, this {s what you are supposed to smell like; it definitely
works.

V. What did you think of this "fashion lay-out" in £e//ing Stane when you
first saw it?

L. The first thing | noticed was the guy because he 'lookslike Tom
Cruise. | noticed this girl because, first of all, she looked kind of like
a little Puerto Rican girl from the South side. It would have been
betterif they had used @ more clean-cut American-looking girl. 1also
didn't expect to see him tugging so much on her shirt. | think it could
have been a reel good ad. She looks kind of cheap. Her breasts reclly
look way too big in this picture. You just don't see guys like him with
girls like her. She looks cheap, she looks too old for him, so that
kind of ruined the whole thing.

V.. Cid you look at all the pictures? There are four of them.
L. Yeah, like this one is going too far. Her with her bare butt, and
this kind of gear looks trashy. Idon't even like bands that dress like that
[in Teathers].

V.. what do you think of this ad {the lest of the sequence]?

FS dan 21— e
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L. This girl just looks like she is intoo much trouble for her own
good. It makes the girls look cheapinall of these. It makes them
look too fast for their age. They could have gotten tho same effect
with & real good-looking couple, They had to go too far with too much
of her breasts showing. Irelate that with trashy. | guess Iam not
used to seeing that much of a woman's bory. She always has less
clothes on than the guy. She is always /ade to look cheap. The old
double standard.

. Have you seen the Georges Marcianc photo essays?

L. Yeah, | always thought these were kind of cool, | know Mom
doesn't think so. But | think she is & really pretty girl and she is tog.
I like it because | think they are really trying to show you the clothes.
They are not just trying to give you an idea. There is something to
this skirt. Sheistrying to give some kind of sense of fashion in this
picture. | don't know what his girl is doing, it looks like she just got
out of bed. | don't know why they need two girls.

. You like the picture.

L. Yeah. There is no guy in it doing anything filthy to the girls, so
you don't feel like you ere getting exploited here.

. What about the next picturs?

L: This one | don't understand. You start to think, are they leshians?
Why is this other girl who was in the slip unbuttoning her jeen
jacket? It stops you, what is this supposed to mean?

© Do you think you would go on end isok at the whole series?

Oh, yeah, just out of curiosity.

This ane locks like a bunch of thugs used and sbused this girl here. |
think that IS sick. f they want people to notice thelr clothes.. .1 can
watch the news and see people who have been beat up and killed and
murdered, why would they get me interested back here [at the
beginning], and then | get to this part. ..

What are they trying to promote there?
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V.. Do you have any feelings about these two ads [the older man dancing
with the younger girl]?

L.. | recognize this guy from the show Cheers. Just 11ke on the show,
he was portrayed as dating a very young girl. The girl thet came to
work at the bar was supposed to be his girlfriend and It turned out
that it was his daughter. | got the impression that this guy could
probably score with & young girl. He is a handsome older man.

| would definitely think that they are trying to portray him with that
girl. Inthls one pfcture she really looks too young for him. Here she
looks like the little girl who has a crush on him and in this one she
looks like she may be old enoughto handle a relationship with a man
that age.

Maybe they are trying to get you to fantasize with your own situation.

V. O they.are just tryingto get you to stop and look.
L: You know, if you pick up this magazine to catch up on the music
scene, you are not going to waste your time trying to figure out if
this is her dad, her lover or what.

V. Have you seen this ad of these two women [the two women in the bar]?
L: No. | am surprised I missed that one.

V. Do you have any feelings about this ad?
L. They look like trashed party girls. Used and abused party girls.
Drunk, drugged out. These clothes don't look like anything he [Georges
Marciano] would sell. | think so many times you are looking at the
model. This girl has a really pretty 'face, and they figure they can put
anything on her.
No matter how many ads they put in the magazine, If you have tried
their jeans and you don't like the way they fit you, all the eds inthe
world aren't going to get you to go back end try them again.

V.. I want to show you this second photo essay.
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L. Oh that old man, we are getting the rest of the story now. They
get you to wonder, and they know if you get this magazine often
t.«re would be a continuation. It would start to ell COme together.

So, the old man has yot another young girl here. He looks like a
disgusting old man with lots of money. Here he is taking her to Rome
or something. Isshe hislittle love pet? It disgusts me. Are they
saying, okay beautiful young girls, if you are going to wear these
clothes, you need to have a sugar daddy like this? If they want youto
relate to these beautiful models, why do they put them with
something that is disgusting?

V. Do you think young girls might get the message: from this that these
women are really liberated, that they have povier over their lives?

L: I'would think that they would think that these are rich girls who
are really grown up, who have a |0t of control over their lives, and
this is just something that they did one night for a whele 1ot of
money and then they went off with their boyfriend OF something. |
think they look at all these people in these ads as having everything,
they are beautiful, they wear beautiful clothes, they have the whole
world wrapped around their finger. They want to dream about being
them [the models].

I think It ISall part of the fentasy. This turns me off because |
understand what IS gaing on here, where they might think the whaole
thing about doing "older" things IS great.
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NOTES

! For indepth theoretical analyses of "ways of seeing" see, Mulvey, L.
(1964). Visual Pleasure and the Narrative Cinema. In8. Wallis (Ed.], 4d#¢
Ariar Modernism: Rethinking Representstian (pp. 361-273). New York: The
New Museum of Contemporary Art.; Berger, J.(1973). Hays af Seeing New
York: The Viking Press.; Betterton, R. (Spring, 1985). How Do Women Look?
The Female Nude in the WOrk of Suzanne Valedon. Feminist Review, 14 3-
24,

2 Rosie wrote 8 letter to Tipper Gore in support of her efforts to
censor Rock and Roll albums by palcing warning labels on the covers. She
also made 8 phone call to a local radio station to protest the language the
D.J.was using on the air.



CHAPTER VI
DISCUSSION

Advertisers would like us to belisve that ads are neither harmful nor
harmless. Ads some how have a neutral quality. They are simply pictures
with words, a a way to give the consumer information about a product.
There are also those who say advertisements merely reflect society. In
other words, an ad that pictures a woman kneeling in front of amanis
simply reflecting power relationships that already exist in reality between
men and women. Advertisers wouid also like us to believe that ads are
exempt from aiding a hindering social change. After all, if ads are benign,
they do nothing to shape social reality in the first place. Therefore, the
transformation of sexual stereotypes and gender relations do not concern
advertisers. Leave that messy task to politicians and educators.

Advertisers and art directsrs, such as those quoted in chapter four
believe that "new" and dramatic ad campaigns "work" for women. In fact
these ads simply re-cast the same images of women's availability and
submission, although they are cloaked as something "new." The rich
photography with the soft-focus lense helps distanciate the viewer from
the referent. Inthis way, & sense of the unreal is created, making it more
difficult to readily associate the content of the images with the material
world. Futher, poses of women that suggest unconventions| sexual
practices, may be construed as an appreciation of woman's new found sexual
freedom.

142
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However, these sophisticated techniques for recirculating images of
women really say #athing new. The snactator is still male, the women are
still submissive and available to men. What i s new, is that some recent ad
campaigns portray or imply a more graphic female submission; submission
to sexual violence. These ads rely an equating female sexuality with
violence.

Do these ads "work" for women? The limited study | conducted would
suggest the answer is no. However, this answer deserves soma explaining.
What we are really asking is: from the point of view of the advertiser, do
these ads work for women? Recall, that inchapter four dgueet describes
Georges Marciana advertisements as dramatic, ina category all their own.
The wornen in the images were described as being "revealed.. .indisarray,
in obsessive, exciting, compromised or dangerous situations.” They are a
natural to "score” with wainen who are looking for adventure and glamour.
These clothes are worn hy women who like to take chances.

| do not recall one woman | interviewed that was not interestedin
either adventurs, glamour, taking chances or seme combination of the above.
These ads ask women to view female sexuality through male eyes. These
sds might "score" with women who accept the male definition of what
glamour, adventurs and taking chances ars. However, the women |
interviewed had very different ideas about these attributes. For Linda,
glamour means models who are dressed In evening gowns and tuxedos.
Heidi's idea of adventure IS traveling to Europe all iy herself. ForNancy an
ad that takes chances, shows women as competent executives, like sheis.
Women may be trained to see images as a male spectator, but many women

resist that way of seeing.
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This rgsistence, however, is generally uttered at the level of gut
feelings more then at the level of articuletion. Sabrina, for Instance,
struggled with why she felt the Georges Marciano ads have a sexual aura.
She, as @ woman, had trouble equating "1ooking” with arousal. When she saw
these ambiguous images, she had feelings that they were meant to be
sexual, however she could not articulate why. Only Heidi, who had learned
abou’ media representations of women from her women's studies class,
could articulate why she felt thess portrayals of women wera disturbing.
Until alternative images begin to circulate, the "naturalness” of woman as

sigit will remain.,

dmplications for Future Research
Itis my hope that this study has helped to demonstrate the

interrelationship of audience &nd text. | must agree with scholars such as
Nichols and Morley who feel that the text and the audience are two sides of
the same problematic and cannot be adequately studied In isolatisn from one
anather. Tha reader brings his/her cultural codes to the reading ex.perience.
It is the reader's social position, background, gender, education end
numerous other cultural factors that SeCure the meaning of the text for
him/her. However, the text ISa site of meaning also. Preferred meanings
are encoded into texts. Texts have a dominant idec'agy of their own. When
this ideology is transparent to the reader, he/she will more than likely give
& preferred reading of the text.

Perhaps 8 more troubling consideration for studies of popular media
I's how to adequately take into account the socio-economic context in which

the media IS produced and consumed. Who has access to the mediain
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question, and whose interests does the media serve? Inthe past, politicel
economists (see Garnham, 1986) and cultural theorists (see Hell, 1986a)
have gone about their business almost in isolation from one another. Except,
of course, for the usual debates of which comes first, the base or the
superstructure. Itistime that each position movedto more adequately
inform the other. Political economists must come to the realization that
the message in texts can have a powerful impact on social organization and
meaning construction. Cultural theorists, on the other hand, must be more
willing to set their work on popular media in the economic context in vhick;
the media was produced and is consumed.

Admittedly, the political economy chapter of this study may be the
weak link of the overall study. This fact reflects my own attempts to
grapple with the pieces of the puzzle. What is neededis informed social
theory which attempts to examine the interplay between base and
superstructure, now we learn culture, how inturn culture is reproduced and
how this learning is related to economic and political structures in society
(see Bourdisu 1984).

Finally, considerations of gender need to be brought to the forefront
of more research sn popular media forms. Most media forms ere produced by
men, and reflect amate vision of social reality. They employ male "ways of
seeing." Even the most culturslly informed research about the polyserious
nature of audiences misses half of the most important questions by not
examining gender &s & central cirganizing category.

Just how central considerations of gender are to a particular research
project may very well depend on the media form under study. Inthis study,

for instance, most of the advertisements examined were supposedly
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directed toward women. However, their visual appeal was most definitely
directed toward men. Also, Radway's {(1984) study of romance readers
involved a media form consumed almost entirely by women. Considerations
of gender are perhaps more obvious inthese two examples, then say, in
television viewing. However, as Moriey { 1986) shows, gender is indeed a
prime consideration in family viewing of television. Power relationships
pervade family life. The powerrelationships are generelly drawn along the
lines of age and gender.

Continued scholarship an the relationship of wornen to, and in, popular
media can halp uncover negative representaions of women and perhaps
assistinoffering transformations of those representaions. Perhaps we will
soon be recognizing & “female way of seeing,” not just in the periphery of
media production, but also In the mainstream.
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The following questionnsire is designed to 8id in the selection of
interviewees for resesrch being conducted by Vickie Shields, M.A., PhD
candidete in the department of Commu:‘cation at Qhio State University.
Please fill out the questions to the best of your ability. You ere not required
to answar questions that you choose not toe. Thank you for your cooperation.

1. Your name

2. Your age

3. Your occupation

4, Your sey M F

5. Would you describe yourself as:
(please circle)

Black
Caucasian
Hispanic
Oiiental
Asian
Other

6. Are you a member of any group(s) outside the university (please include
work-related groups)?
YES NO —

If you answered yes, please list the name(s} of the group(s):
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7. Do you have any children?

Yes —— NO —
If you answered yes, please list the age(s) and sex of your children:
Age Sex
Age Sex
Age Sex
6. Are your children members of any groups in school or outs de of school?
YeS NO Not applicable . —

If you answered yes, please list the group(s) they are members of:

8. Do you subscribe to any magazines?
Yes —— NO —

If you answered yes, please list the magazines you subscribe to:

10. Are there magazines you read regularly even though you do not subscribe

to them?
Yes — No

If you answered yes, please list ths magazines you read reguiariy:

11. Do your children subscribe to any magazines (including subscriptions

you buy for them)?

Yes —. No Not applicable —
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If you answered yes, please list the magazines they subscribe to:

12. Do your children read any magazines regularly even though they do not
subscribe to then?
Yes No — Not applicable —

[f you answered yes, please list the magazines they read:

13. Would you say that the people you listed in*6 read magazines?
Yes — NO —— Not applicable ——

'f you answered yes, please list the magazines you believe these
people read:

14. Do your cther friends not listed in #6 read magazines?
Yes — NO — Not applicable ——

If you answered yes, please 'list the magazines you believe these
peopls read:
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15. Would you be willing to participate in a person-to-person 30 minute to
1 hour interview about magazine advertisements at a time and place of your

choosing?
YES e No — Don't know —

If you answered yes or don't know, pleese list your phone number(s)
where you can be contacted:

Home Hours you c8n be reached

Work. Hours you can be reached

Thank you.
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Interview Questionnaire

The following information IS confidentiel. If the intervieweeis referred to
inthe final report, it will be by first name only. Thank you.

Name:

Address:

Age:

Occupation:

Marital Status: A. married
B. single
C.divorced

D. separated

Any children?: A. yes
ages
B. no

How many gears of education have you completed?

A. lessthan 12

B. high school diploma o G.ED.
C. some college

D. completed college

E. some post graduate work

F. Master'sdegree
G. Ph.D.



At what age did
pleasure?

A

B.
C.
D.

154
you first begin to read (or ook at) magazines for

5-10 years
11-20years
21-30years
31 orabove

What is your favorite! kind of popular magazine?
(you may circle more than one)

A
B.
C.
D.
E.
F.
G.
H.
!

fashion
music/Contemporary culture
sports

news

food

Women's magazine

Teen magazine

technica! magazine

trade magazine

¥hen you look at magazinesis it generally:

OO w>x

alone

with friends

with significant other
with a relative

Do you discuss with others interesting things you see or read in

magazines?

mo oo

never
seldom
sometimes
often
always



With whom do yau discuss things you read or see in magazines

most often?

mooOmw>

Where do you get

mother/father
daugnter/son
sister/brother
friend
other

the magazines yeu look at?

(you may circle more than one)

Mmoo w >

subscription

newstand

library

borrow from a friend
borrow from a relative
other

Where do you look at magazines?
(you may circle more then one)

A.
B.
C.
D.
E,
F.
G.

Do you pay attention te magazine advertisements?

moom>

home
library
newstand

bus

friend's house
relative's house
other

never
seldom
often Ido
usually 1do
always
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Which of the following in an advertisement is most likely Po hold

your attention?:
(you may circle more than one)

bright colors
attractive models
beautiful photography
clever phrasing

sex

romance

the product {tself

. other

TOMMoOO®>E

Can you think ef any magazine advertisements you have seen
lately that grabbed your attention?

yes — No ———

if yes, what was the product?

if you cannot remember, briefly describe the ad:
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