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SUMMARY 

In this thesis, I blend psychoanalysis with philosophy to explore possible points of exit 

from the social phenomena of the victim narrative that exists between representations of women 

in the media and the influence these representations have on real-life women. The core influence 

of this study comes from previous research (Smelik, 2009), which makes the claim that we 

currently do not have a film theory that accounts for representations of women in modern-day 

American films. If we cannot account for these representations, how can we can account for the 

influence? The suggestion was made to take a rhizomatic approach to film analysis (Smelik, 

2009). This research is attempt to answer this call.  

To achieve this, I developed a rhizomatic film analysis research design by blending 

feminist film theory of the 1970’s with Braidotti’s (1994) feminist nomadic thinking, borne out 

of sexual difference theory. With this, I was able to perform content analysis of representations 

of women in two current Hollywood blockbuster films, this rhizomatic approach giving me the 

lens to see the representations themselves as rhizomes, existing within both theories 

simultaneously, and therefore being able to account better for them. When the female leads in the 

films engaged with the male love interest, they displayed a similar subjectivity, aligning with 

heteronormative femininity. However, moments of empowerment and resistance were expressed 

and experienced in different ways. This lead me to the conclusion that representations of white, 

heterosexual, twenty-something year old women exist both within the confines of the 

phallogocentric system while at the same time taking action to escape those confines.  

Once I was able to see and account for the multiplicitousness of the representations 

themselves, the research revealed another fascinating, completely unexpected finding. With the 

conversation of “becoming-subject” (Braidotti, 1994, p. 158) woven throughout the research, and 

with being able to account for the fact that representations represent more than one thing, 

representations can be seen as anything. In this way, I make a bridge from “becoming-subject” to 

what I call “becoming-spectator”. With this avenue of thought, a rhizomatic, multiplicitous, and 

imaginary connection is made between real-life women and the representations they are 

interacting with. I argue this allows a possible way out of the victim narrative between 

representations of women and the real-life women who are influenced by them. 
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CHAPTER 1: Introduction 
It has only recently become clear to me that I have been obsessed with feminine 

subjectivity since I was a teenager. I don’t remember the details of the scene or where we were, 

maybe the kitchen, but I do remember very clearly that my mother said to me, “Well, when you 

get married and start your life…” I don’t remember what she said after that but that phrase, that 

little phrase, stuck with me. Even then, when she said it, I remember thinking, “Huh, that’s a 

weird thing to say.” The message was clear. My life hadn’t started yet and it would only start to 

count on the day I got married to a man. I would also like to point out that my mother has 

watched tons and tons of old, 1940s and 50s black and white films.  

My life went on and one of the things I started doing with it was performing onstage, 

writing and sharing monologues about what I called “being a female human”. In these 

monologues, told through first-person true-to-life narration as well as fictitious characters, there 

was very little conversation about men. I was interested in telling stories about women finding 

their creative voices, going on adventures to the Arctic, leading self-esteem classes to young 

girls, or singing in public for the first time. What my creative writing in the past had been about 

is finding ways for women, or rather, the representations of women I created, to discover and act 

upon their individual creativity and self-expression.  Essentially, and unknowingly, I was really 

finding ways to develop, design, and define new ways of being and living as a feminine subject.  

As such, I personally am regularly and actively concerned with how women are 

represented in my own work and in the work of others. Representations are influential (Hall, 

Evans, & Nixon, 2013). They have been called the “most pervasive and one of the most 

powerful” (Wood, 1994, p. 31) influencers of culture, and specifically of women (Smelik, 2009; 

Chaplin, 2007; Wood, 1994). I have no doubt how much I have been and continue to be regularly 

influenced by representations of women in films and tv. Is that how we’re supposed to wear our 

hair now? Ok! I’ll get it cut. We’re supposed to be thin? Ok! I can develop an eating disorder! 

Coupledom is the most important thing? Ok! I will make sure not to feel or experience any value 

in myself until I accomplish that goal! Of course representations of women are also influential in 

regards to what race, age, social class, and other variables. And then here I am, just one little 

woman trying to get along in the world, completely and totally at the impact and influence of 
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these representations that are designed to make money for the white, patriarchal Hollywood 

system. I become, or rather am, a victim of these representations and there is nothing I can do 

about it.  

This victim narrative, that representations of women influence real-life women and there 

is nothing we can do about it, is pervasive. The media is regularly blamed for eating disorders in 

women” (Smelik, 2009). The documentary Miss Representation (2011), about the impact of 

media influence on women, tells story after story about how the media is ruining women lives, 

many stories told over somber tones for victim narrative impact. The dominant solution to this 

problem: diversity in representation (Cheu, 2013).  

To be clear, this research is not about putting down the “representation matters” 

movement in any way. I say yes to Black Panther (2018), yes to Melissa McCarthy, yes to 

Laverne Cox, yes to Crazy Rich Asians (2018).  I have a strong stance that representation does 1

matter. However, here is why this being the only solution to the problem doesn’t work for me: it 

keeps the relationship between representations of women and the real-life women influenced by 

these representations in the hands of producers as opposed to the hands of real-life women.  

It is for this reason, I am taking a sociological perspective on representations of women in 

film, to develop and analyze new ways of thinking about representations to begin to break up this 

victim narrative. This research is my contribution to this conversation and attempt at combatting 

tired, worn out beliefs such as for straight woman, life only starts, only counts, on the day of her 

wedding. Finding ways and avenues of thought to put the power of representation with the 

people: this is the aim of my research.  

1.1 Statement of the problem.  The victim narrative in regards to the relationship 

between representations and the real-life women who are influenced by them is just one piece of 

the puzzle in the construction of my research. 

 In modern-day Western culture, research states that we do not have the appropriate film 

analysis tools to account for modern-day representations of women (Smelik, 2009). The most 

commonly used theory to account for representations of women comes from feminist film theory 

1 Melissa McCarthy is a well-known plus size actress; Laverne Cox is a trans woman who stars regularly in top 
television shows. 
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of the 1970’s, specifically that of Laura Mulvey (1989) . For her research, Mulvey looked at old, 2

black and white films from the 1940s and 50s to develop the theory that women in films are 

constructed by a term she coined, the “male gaze” (p. 19). This gaze made the female characters 

in these old films passive and with no agency. However, representations of women in films today 

are quite different and feminist film theory does not account for the level of agency women in 

modern-day American films regularly display (Smelik, 2009). This becomes the second piece of 

the puzzle in the construction of my research.  

On the one hand is the above mentioned victim narrative and on the other hand is the lack 

of a proper analysis tool to account for modern-day representations of women in film. The 

questions becomes: If we can’t even say what we are looking at, what we are being influenced 

by, how can we begin to account for that influence on real-life women? This research is an 

exploration into finding a new way to account for representations in order to address the victim 

narrative within the relationship between representations and the real-life women who are 

influenced by them.  

1.2 Case selection and background. I start by introducing a term within the movie 

industry known as “billing”. Billing refers to the placement of an actor’s name in the opening 

and closing credits of a film as well as where placement of the actor’s name is on marketing 

materials such as posters (SAG-AFTRA, 2014). There are two types of billing, top and shared. 

“Top” meaning there is one, clear lead whose name is first in the credits and whose name is 

placed above the title of the film in a poster. “Shared Billing” is when there are two clear leads, 

usually sharing the top billing placements. I harp on this distinction as it helps to define the types 

of billing a film can have: top billing by one male lead, top billing by one female lead, shared 

billing by two or more male and/or female leads. What this helps to distinguish is what kinds of 

films are getting the most attention from audiences in the United States.  

According to filmsite.org , between 1980-2011, out of the top 25 films that had the top 3

grossing domestic box-office sales, 32 had top billing by a male lead, 18 had shared billing 

between two male leads, 15 had shared billing between male and female leads and zero had top 

2 Laura Mulvey’s article “Visual Pleasure and Narrative Cinema” was originally published in 1975 in the film 
journal Screen, (16)1. Mulvey’s 1989 collection of essays, Visual and Other Pleasures, includes the 1975 article and 
as such, is the reference I use for the article. 
3 http://www.filmsite.org/boxoffice2.html 
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billing with a female lead. Meaning between the years 1980-2012, not one of the top domestic 

box office grossing films was lead by one female character. But then something happens. 

Between 2012-2017, eight films with top grossing domestic box-office sales have top billing 

with a female lead. This is something of a phenomenon. It certainly rings of a renewed interest in 

representations of women. Of these eight films, the two films I have chosen as my data are 

Rogue One (2016) and Wonder Woman (2017).  

There are two reasons I have chosen these two films specifically. First, of the eight films, 

these two films are not part of a trilogy, meaning the entire story and journey of the female lead 

is told in one contained film, from beginning to end. Additionally, both of these films are live 

action, as opposed to animated. As animated representations of feminine subjects are designed 

for the child audience, they are beyond the scope of this research. While I believe research on 

this phenomenon, this uptick in top-billed, female lead films being among the top-grossing, to be 

fascinating and indeed need of research, it is not the purpose of this study. This research is not 

“Why this phenomena?” but rather “In what modern ways can we talk about and account for 

these modern representations of women that have caught the attention of so many people?” 

As “cinema constructs whiteness as the norm” (Richard Dyer as quoted in Smelik, 2016, 

p.3) and the top grossing films typically star a white lead, I would now like to address the phrase 

“representations of women” that I have used thus far in this research. While race and class issues 

are beyond the scope of this research, I acknowledge that the two representations of women I am 

looking at are given a privileged position. Therefore, to clarify, when I speak of “representations 

of women”, I am speaking of the female 50% of the human race with its wide variety of 

ethnicities, social classes, ages, religions, and other identity points. When I speak of the two 

female leads as representations, I use the phrase “white, heterosexual, twenty-something year old 

women”. While the women in these two films continue to be representative of the typical 

Hollywood female star, I choose them as my case study for their reach and influence.  

1.3 Reason for the Study and Research Questions. While this research is couched as a 

film analysis, this is not the core aim of the study. The aim of the study is to find a new way to 

account for representations of white, heterosexual, twenty-something women in Hollywood 

blockbusters and through this method to discover new language and new avenues of thinking to 
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provide possible exit points out of the victim narrative of the influence of representations of 

women on real-life women. As feminist film theory has been declared inadequate to account for 

these representations, I heed the call of Smelik (2009) who suggests using a “rhizomatic” (p. 

190) , figurational approach. This is the approach I take in both research design and analysis.  4

As such I combine feminist film theory, borne from psychoanalysis, with sexual difference 

theory, borne from philosophy, to explore possible points of exit from the social phenomena of 

this victim narrative.  

I argue that if I were to complete the analysis of my case selection using only Mulvey’s 

(1989) male gaze, these films would be about women who have no agency, no moments of 

empowerment, only at the effect of the phallogocentric universes in which they live, with no 

ability to resist, impact change, or experience leadership. However, the basic plotlines of both 

films are about a woman who leads a group of men in an act of resistance against the hegemonic 

patriarchy.  

While there is no doubt for me that the female leads in these films are at the effect of the 

male gaze in varied and particular ways, to be discussed in detail below, there is simply more to 

it. Much more to it. This act of complicating analysis of representations is where this research 

lies. This complication, layering on a figurational feminist theory of subjectivity to the male 

gaze, gives the representation of an embodied, empowered feminine subject with agency, one 

who lives in between the spaces of being “free” or “constrained”, at once held down/on the run, 

hiding/confronting, resisting/losing, thinking/acting, throwing a punch/taking a punch. She is an 

example of both empowered and disempowered feminine subjectivity at the same time. She is 

the representation of living contradiction moving forward, weaving in and out of points of 

identity and points of action. With this nomadic lens, these representations of white, 

heterosexual, twenty-something women are at once representative of a subjectivity working 

toward an exit-point from phallogocentrism and positioned smack dab in the center of it. They 

are wonderfully contradictory.  

In this research, I position myself against the strong urge for simplification, to be able to 

easily and effortlessly account for these representations of feminine subjectivity. The design of 

4 The term “rhizome” is used by Deleuze and Guattari (1988) to describe a web-like figuration with no starting or 
end point.  
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this research is effortful, difficult, and confusing. With this, I take the position that simplicity is 

simply too simple.  Just as Braidotti (1994) calls for women not to talk about themselves or other 

women as category “Woman” but rather to talk about self and other women as real-life, situated 

women, I argue for the same level of politics when discussing representations of women 

on-screen. Humans are complicated. Our representations are no less complex. As I discuss below 

and throughout this research, I push for a way of thinking in which complexity is the new simple.  

 

With this is mind, that aim of this study is to answer the following set of research questions:  

 

1) How are these two representations of white, heterosexual, twenty-something women 

multiplicitous? In what ways are the embodiments and subjectivities of these 

representations shaped by the male gaze? In what ways are the embodiments and 

subjectivities of these representations representative of feminist nomadic thinking?  

 

1) How does thinking about representations of modern-day feminine subjectivity through a 

multiplicitous, rhizomatic lens influence ways of thinking about and language used to 

discuss them? How does this impact our relationships with representations of women? In 

what ways does re-thinking relationships with representations of women offer exit points 

from the victim narrative?  

 
1.4 Theoretical framework and methodology. To achieve the aims of this study, I use 

feminist film theory, specifically Mulvey’s (1989) theory of the “male gaze”, blended with 

Braidotti’s (1994) feminist nomadic thinking, borne out of sexual difference theory.  

Feminist film theory utilizes concepts from Freudian and Lacanian psychoanalysis to 

account for representations of women in films. No one was more influential using this technique 

than Laura Mulvey who coined the phrase the “male gaze” (Merck, 2007; Mulvey, 1989, p. 19). 

The male gaze refers to three looks of cinema: the look of the camera, the look of the spectator, 

and the look of the male characters in the film (Mulvey, 1989, p. 25). This male gaze pushes the 

women in films to take on a passive embodiment wherein they are coded for femininity.  
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The focus of feminist film theory is to show that “film actively constructs meanings of sexual 

difference and sexuality”(Smelik, 2016, p. 1). Informed by the post structuralism of the 1970’s, 

the idea that culture and society acts as “unconscious systems of power” that “shape human 

identities” (McCormick, 2007, p. 3580), and criticizing stereotypical representations of women, 

feminist film theory sought to “move beyond...the meaning of a film to analyzing the deep 

structures of how meaning is constructed.” In feminist film theory, the representation of woman 

is always and only in relation to how a man sees her, what he says about her, and how she 

behaves in relation to him.  

While the focus of the male gaze is to point out the ways in which representations of 

women and their subjectivity are constructed and constricted by men, Braidotti’s (1994) feminist 

nomadic thinking provides alternative avenues to thinking about and creating feminine 

subjectivity. Based on the works of sexual difference thinkers Simone de Beauvoir (1949/1979) 

and Luce Irigaray (1985), feminist nomadic thinking takes an embodied, relational approach to 

feminine subjectivity as a pathway out of phallogocentrism. Braidotti (1994) developed what she 

calls “Levels of Sexual Difference” (p. 168), three relational levels of sexual difference: women 

in relation to men, women in relation to other women, and women in relation to themselves (p. 

158). Braidotti lays out specific relational subject positionings that women can embody within 

each level. In this way, her levels of sexual difference are a map of feminine subjectivity, 

wherein any woman can enter any level of sexual difference at any time (Braidotti, 1994, p. 159). 

This rhizomatic approach to feminine subjectivity is a “joyful affirmation” (Braidotti, 1994, p. 

167) of sexual difference.  

I employ a deductive qualitative content analysis methodology to analyze my data, based 

on coding developed from the above theoretical framework. Content analysis is a “research 

method for the subjective interpretation of the content [...] through the systematic classification 

process of coding and identifying themes or patterns” (Hsieh & Shannon, 2005, p. 1278). The 

aim of qualitative content analysis is to “identify core consistencies and meanings” (Patton, 

2002, p. 435) within content. These codes were then operationalized and used for my analysis. In 

13 



this way, both my data collection and data analysis are grounded in this rhizomatic research 

design.  

1.5 Thesis outline. To begin, in Chapter 2, I explore, compare, and contrast relevant 

literature on both feminist film theory and the male gaze as well as sexual difference theory and 

feminist nomadic thinking, covering brief histories, formations, and backgrounds of each theory.  

Chapter 3 is discussion and explanation of my methodology wherein I discuss content 

analysis in greater depth. I then explain my data preparation and collection process, providing 

sample data collection and coding sheets. This is followed by my operationalizations in which I 

define key terms. My operationalizations are displayed in operationalization charts for ease of 

reading. To conclude, I address issues of trustworthiness within the research.  

In Chapter 4, I analyze my data. I start by introducing female leads in each film for 

familiarity. This is followed by analysis of the embodiments and subjectivity displayed by the 

two female leads when analyzed through the lens of the male gaze and sexual difference level 1. 

The analysis at this levels shows how the females leads have a similar, heteronormative, 

feminized embodiment and subjectivity. This is followed by analysis within sexual difference 

level 2, wherein I compare and contrast the two female leads with one another, showing that they 

both embody empowerment and resistance in different ways.  

In my discussion, Chapter 5, I explore the possibility that, based on the analysis of these 

two very popular films, that feminist nomadic thinking might actually be on the rise in American 

society. In this section, I also discuss the second aim of the study, to test how thinking 

rhizomatically and using this method allows for thinking newly about representations of women. 

Through the process of implementing the research design, I take the position that there is a 

“becoming-spectator”, as a subject position, that could be taken on and embraced as a possible 

way out of the victim narrative of the relationship between representations of women and the 

real-life women who are influenced by them. 

I conclude with limitations on the research and reflections on study itself.  
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CHAPTER 2: THEORETICAL FRAMEWORK 
I take a rhizomatic approach to my theoretical framework, combining psychoanalysis 

with philosophy to explore the social phenomena of representations of white, heterosexual, 

twenty-something women in current Hollywood blockbuster films. This approach is rhizomatic 

as it is not to say Theory 1 says this and Theory 2 says that, but rather, to explore how the two 

theories overlap with one another, accounting for representations of women at the same time 

while exploring how this research design influences the research. The two theories I am using are 

feminist film theory and sexual difference theory.  

To begin, I give a brief discussion of three major thought-influencers whose thinking are 

the foundations for both feminist film theory and sexual difference theory: de Beauvoir, Freud, 

and Lacan. I next discuss the first part of my theoretical framework, feminist film theory, placing 

it in the context of second wave feminism and touching on how Freudian and Lacanian concepts 

were capitalized on in its creation. I then zero in on the key concept I am using within feminist 

film theory, that of Laura Mulvey’s (1989) male gaze.  

This is followed by discussion on the second part of my theoretical framework, sexual 

difference theory, as developed through and by the work of de Beauvoir and Irigaray. This is 

followed by closer reading of Braidotti’s (1994) feminist nomadic thinking and its three levels of 

sexual difference, additional key concepts for my framework. Included in discussion of both 

theories are critiques and relevance to the research. Before beginning, as “the key terms here are 

embodiment and the bodily roots of subjectivity” (Braidotti, 1994, p. 158), I take pause to lay out 

what is meant, within this research, by subject, subjectivity, the body, and embodiment. 

Within the work of de Beauvoir (1949/1979), Irigaray (1985), and Braidotti (1994), male 

subjects and subjectivity are privileged over female subjects and subjectivity within our 

patriarchal, phallogocentric society. Phallogocentrism refers to the design of society wherein all 

“language, social roles and standards, gender differences and law” (Joodaki & Elyasi, 2015, p. 

166) are constructed and controlled by men. Indeed, within this system, there is the claim that no 

female subject exists nor will she ever exist (Irigaray, 1985).  

I take Barker & Scheel’s (2016) definition of a subject: “a being with capacity to do 

things in a given situation” (p. 58). Coming from a social constructionist perspective, I take the 
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stance that subjectivity is therefore the freedom to act and that the “given situation” gives the 

subject her/his subjectivity. Subjectivity is not static, rather, it is a “constant process of 

self-production” (Smelik, 2016, p. 2). Per Braidotti (2005), subjectivity is the simultaneous, 

ongoing process of a subject responding to and interacting with the intersection of “the material 

(reality) and the symbolic (language)” (p. 298). What is important to distinguish is that the 

subject is always in the process of developing, expressing, and experiencing her/his own 

subjectivity.  

The body, as defined by de Beauvoir (1949/1979), is a “material thing in the world” (p. 

36). That is to say, the “instrument of our grasp upon the world” (de Beauvoir, 1949/1979, p. 

61). Berger & Quinney (2005) additionally state: “We live our life in our body [...] skin and 

bones, blood and guts, our heart and sinews” (p. 87). Defined by Young (1980), embodiment is 

the “ordinary purposive orientation of the body as a whole toward things and its environment 

which initially defines the relation of a subject to its world” (p. 140). Materiality and the 

symbolic, as lived. For Braidotti (1994), the body is not purely biological nor is embodiment 

purely sociological. Rather, body and embodiment overlap “between the physical, the symbolic, 

and the sociological” (Braidotti, 1994, p. 4). She states: 

 

The body as a mark of the embodied nature of the subject thus becomes the site of  

proliferating discourses and forms of knowledge, and of normativity: economy, biology,  

demography, family sociology, psychoanalysis, anthropology, and so on, can all be seen  

as discourses about the body. (Braidotti, 1994, p. 59).  

 

The body is the site of the social. As such, I do not see separation between body and 

embodiment. The body is the materiality that houses embodiment, it is the location of 

embodiment. To create the bridge between subjectivity and embodiment, I make the claim that 

one’s embodiment is given by their subjectivity. Questions come, such as: When one’s 

subjectivity is that of lack or exploitation, what does that do to the body? How does a body 

embody lack? Exploitation? Empowerment? Given circumstances, how does a body embody its 
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own subjectivity? These questions, and others, are to be discussed in my analysis. For now, I 

begin my theoretical discussion, beginning with de Beauvoir.  

2.1 De Beauvoir, biology, and becoming.  Simone de Beauvoir’s (1949/1979) The 

Second Sex provided the “path-breaking analysis of the universalism of the subject” (Braidotti, 

1994, p. 159) and as such, is seen as the “bible of second-wave feminism” (Van der Tuin, 2018, 

p. 38). Written in the late 1940’s in France, it wasn’t until the book traveled to the United States 

and England, where women of the 1960’s and 70’s were aching for new understandings of 

women’s place in the world, did de Beauvoir’s work find its audience.  

The Second Sex (De Beauvoir, 1949/1979), takes a social constructivist approach to 

exploring the oppression of women, its aim of answering the question, “Why should men have 

won from the start?” (p. 20). In the phallogocentric system, girls and women are seen and live as 

second-class citizens, all under the guise of a biologically driven hierarchy (Joodaki & Elyasi, 

2015, p. 166). To begin to dismantle this all-consuming societal design, de Beauvoir (1949/1979) 

differentiates between sex and gender by stating: “One is not born, but rather becomes a woman” 

(p. 273). In doing so, she makes the claim that sex is to be defined as being female or male while 

gender is to be defined as the socially constructed concepts of feminine and masculine. Woman 

is a societal creation, defined as feminine, passive, irrational, unconscious, seen as a natural, 

biological entity. De Beauvoir provides an accounting of the feminine existence as a sexually 

differentiated, bodily, embodied experience, that is to say, that women are both given who they 

are and limited by this bodily difference (Zakin, 2011, “Feminist Criticism of Psychoanalysis”, 

para. 2.4).  

Through exploration of biology, history, myth, and other lived female experiences such 

as marriage and aging, de Beauvoir (1949/1979) addresses this societal design. This design holds 

men up as the universal in life. He is his own consciousness, in and of himself, existing outside 

relational definitions. He is the essential in life, the normative human standpoint (De Beauvoir, 

1949/1979; Butler, 1988; Braidotti, 1994). Woman, on the other hand, is the “Other” (de 

Beauvoir, 1949/1979, p. 16), “the deviant” (Heinamaa, 1999, p. 124), existing only in 

relationship to man, or rather through man. Woman sees herself, and is seen by others, through 

the lens of masculinity, what she provides to the masculine, what she represents for the 
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masculine, first, before seeing herself. To help explain this gender hierarchy, this erasure of 

women from history, almost as if an erasure of herself from herself, de Beauvoir (1949/1979) 

introduces the concepts of “immanence” (p. 88) and “transcendence” (p. 27).  

De Beauvoir (1949/1979) argues society has given women the role of maintaining the 

expansion of the human race and care for the home. It is this relationship to her flesh, the having 

of and caring for children, that gives woman a quality of somehow seeming more inside of, 

related to, defined by, and essentialized by her body (De Beauvoir, 1949/1979; Lennon, 2014). 

She is more embodied than man, “matter, passivity, immanence, [...] flesh” (De Beauvoir, 

1949/1979, p. 163). Immanence, according to de Beauvoir, is “uncreative and repetitious” (p. 

88), the staying inward of the self, within body, within home, the unacknowledged hopes and 

desires, hidden from self and others. The reproductive nature of the female body dominating and 

dictating all aspects of existence for women.  

Couched as beautiful, natural, biological, true, woman is taught and trained how to 

embrace this immanence of the lived female experience as destiny. This is part of her becoming 

and is in great contrast to transcendence, the lived experience of man. His is one of 

“consciousness, will, [...] spirit” (De Beauvoir, 1949/1979, p. 163), going outward of the body, 

outward of the home, desire and ambition working as one to create, invent, to freely choose (De 

Beauvoir, 1949/1979; Van der Tuin, 2018). It is the immanence of the woman that allows for the 

transcendence of the man to take place (Van der Tuin, 2018). She stays so he may go. It is her 

complicity in the process, her willingness to become that which she has been told is “woman”, 

becoming again and again and again, that keeps her where she is, physically, spiritually, 

politically, economically, constrained. As the solution, de Beauvoir calls for women to deny this 

immanence, even though this is what they have been trained to do and do so well. Deny it, reject 

it, and grab transcendence. Grab the world of man for herself. This is where woman’s 

“self-fulfilment” (De Beauvoir, 1949/1979, p. 77) lies.  

Through de Beauvoir’s (1949/1979)  lens, second wave feminists were given language 

and ways of thinking that 1) differentiated between sex and gender, 2) showed gender to be a 

social construct defined as a becoming, and 3) placed women’s bodies, freedom from and 

freedom to their bodies, at the forefront of the conversation. But the philosophy and the social 
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constructive lens of gender of de Beauvoir was not the only thinking that influenced second 

wave feminism. Even though de Beauvoir, and other feminist thinkers, were outspoken in their 

dislike and contention of Freud, many in second wave feminism reclaimed psychoanalysis as an 

additional tool to understand why women would take part in their own oppression and how they 

might work to stop it (Zakin, 2011).  

2.2 Freud, Lacan, and the feminists. I define Freud’s psychoanalysis as “the theory of 

the unconscious that links sexuality and subjectivity [...] together” (Zakin, 2011, “Introduction”, 

para. 1). As such, within each individual are sexual drivers and influencers of behavior and 

thought that exist beyond individual conscious awareness and choice. Exploring infantile 

development and sexuality, Freud argues that psychological neurosis and its symptoms are a 

result of “conflicts and repressions of unconscious fantasy” (Zakin, 2011, “The Freudian Riddle 

of Femininity”, para. 1.4). For little boys there is an ongoing fear of castration while for little 

girls, castration has already happened, resulting in what is known, and hotly debated, as penis 

envy (Zepf & Seele, 2016). These concepts of castration and penis envy are wrapped up in 

Freud’s Oedipal complex, the child’s desire for her/his opposite sex parent and resulting jealousy 

of the same sex parent (Zepf & Seele, 2016). That these developmental stages happen within the 

individual’s “unconscious fantasy” (Zakin, 2011, “The Freudian Riddle of Femininity”, para. 

1.4) is what becomes of interest. Placing development of sexuality within the unconscious 

provides a viewpoint of sexual difference outside the material (Zakin, 2011, “The Freudian 

Riddle of Femininity”, para. 1.4 - para. 1.8).  

A key difference between Freudian and Lacanian psychoanalysis is the conversation of 

the penis versus the phallus. In the Freudian camp, the penis is a biological organ whereas Lacan 

takes the penis as a signifier, turning it into the “phallus”, a representation of the penis (Brennan, 

2005, pp. 273-274). For Lacan, unconscious sexual drivers and influencers are a product of 

language (Moore, 1994, p. 89). The phallus becomes a “master signifier” (Brennan, 2005, p. 

273) that leads to all other signification systems. For Lacan, sexual difference exists only within 

a language or representation system (Zakin, 2011, “Language, Law, and Sexual Difference”, 

para. 3.3-3.4). While Lacan pushes the perspective that sexual difference exists only through 

language, this does not mean he is a social constructivist, quite the opposite. It is his “law of the 
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father” (Zakin, 2011, “Language, Law, and Sexual Difference”, para. 3.3), the placement of 

paternal power and authority over all signifying systems that provides social life and practices 

the possibility of existing at all.  

While Freud is famous for trapping women in their bodies with statements such as 

“anatomy is destiny” (Freud as cited in Zepf & Seel, 2016, p. 402) and “you yourselves are the 

problem” (Freud as cited in Zakin, 2011, “French Feminism”, para. 4.4), and Lacan is criticized 

for his phallogocentrism (Zakin, 2011, “Language, Law, and Sexual Difference”, para. 3.5), 

within the two branches of psychoanalysis, feminists embraced: 1) the unconscious, hidden from 

individual conscious experience and yet responsible for individual actions and behaviors, 2) that 

sexuality, libido, is not predestined but “constructed” within the self (Brennan, 2005, p. 273), and 

3) that the self and social connections are illusions (Zakin, 2011, “Language, Law, and Sexual 

Difference”, para. 3.12). Psychoanalytic theory altered the fixity of thinking and being, this 

newly seen human precarity was now a location for radical thinking and actions.  

The above discussion on de Beauvoir, Freud, and Lacan provides the foundational 

thinking for two groups of women who pulled from de Beauvoir’s socially constructed 

conversation of gender and Freudian and Lacanian psychoanalysis to create two different 

feminist theories: feminist film theory and sexual difference theory, discussed next.  

2.3 Feminist film theory. As the defining slogan of second wave feminism in the 1960’s 

and 70’s was “the personal is political” (Chaudhuri, 2009, p. 4), second wave feminists focused 

on shining a spotlight on concealed and latent power structures found within aspects of personal 

life. These aspects were now being seen as sites of oppression and exploitation of women, most 

importantly at this time, women’s bodies, bodily autonomy, and reproductive rights (Ruti, 2016; 

Chaudhuri, 2009). As second wave feminists exposed the variety of ways women’s bodies, and 

therefore women, were continually exploited and oppressed, the jump from looking at how 

real-life women’s bodies were under siege to that of representations of women’s bodies was not 

hard. Indeed, in this struggle, gaining rights over one’s body “could not be divorced from the 

questions of the image” (Mulvey, 1989, p. xiii) of the female body. It was the aim of second 

wave feminists, using protest and political action in combination with the arts, to find out how 

the female body was being represented, what these representations meant, how these 
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representations were created, and how to change these representations for the betterment of all 

women (Mulvey, 2004, p. 1287). Thus, feminist film theory was born. 

While initially couched in a sociological conversation, seen as oversimplified and only 

dealing with surface level issues, feminist film theorists such as Claire Johnston and Pam Cooke 

looked to semiotics to account for representations of women onscreen (Chaudhuri, 2009). 

However, while this approach provided a new understanding of gendered power structures, it 

was the use of psychology that gave feminist film theorists real traction (Smelik, 2016, p. 2).  

Using the Freudian concept of castration, men’s ideological or literal fear of removal of 

the penis by a woman (Chaudhuri, 2006, p. 20), as the their new foundation of thought, Johnston 

and others focused less on woman as a spectacle to be looked at and more on the psyche in need 

of such a spectacle (Mulvey, 1989, p. xiv; Smelik, 2016, p .2). Taking a psychological approach 

meant analyzing representations of “woman” not only as she is seen but as she is created by 

“man”.  Othered, in this case, not only because she lacks a penis but because she represents 

ideological or literal castration (Chaudhuri, 2006, p. 20). No one put Freud’s concept of 

castration to better use, and has been more influential in the area of feminist film theory (Merck, 

2007; BFI, 2015; Sassatelli, 2011), than Laura Mulvey, who in 1975 wrote the article “Visual 

Pleasure and Narrative Cinema” (Mulvey, 1989, pp.14-28) introducing feminist film theorists, 

and the world, to the “male gaze” (Mulvey, 1989, p. 19). 

2.3.1 Mulvey and the male gaze. At the time of writing “Visual Pleasure and Narrative 

Cinema” (Mulvey, 1989, pp. 14-28), British feminist film theorist Laura Mulvey, while having 

had attended Oxford, was not an academic. She was a wife and mother who occasionally made 

films and worked in a bookstore. At the time she held no teaching position nor had she attended 

graduate school (Merck, 2007, p. 2). She was a woman who had grown up watching and 

immensely enjoying classical Hollywood films of the 1950s who found herself attending 

feminist consciousness circles in the 1970s. After being introduced to feminist Freudian 

concepts, Mulvey states, “the films that I had loved [...] now began to irritate me” (Laura Mulvey 

as quoted at the 2015 British Film Institute event “Visual Pleasure at 40”).  

In her article, Mulvey (1989) shows, in order to nullify the male spectator’s fear of 

castration when watching classic Hollywood films, the representation of woman in films must be 
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shown as being castrated, having no access or ability to attain the phallus. While woman herself 

does not have a penis, even her desire to attain a penis must be completely cut off. In this way, 

Mulvey claims that the penis, the phallus, the masculine, and men are shown as active and 

desiring while women and femininity are shown as passive, desiring nothing (Mulvey, 1989).  

 

What counts is what the heroine provokes, or rather what she represents. She is the one, 

or rather the love or fear she inspires in the hero, or else the concern he feels for her, who 

makes him act the way he does. In herself the woman has not the slightest importance. 

(Director Budd Boetticher as quoted in Mulvey, 1989, p. 19) 

 

Per Mulvey, classic Hollywood films are designed specifically to capitalize on the Freudian 

concept of scopophilia, pleasure in looking, for the male spectator (Mulvey, 1989, p. 26). Two 

ways to create pleasure in looking while at the same time creating castration of the woman are 

voyeurism and fetishism, both geared towards delivering sexual satisfaction  (Mulvey, 1989). 5

Women onscreen are therefore constructed not only to be looked at but with a very particular 

“to-be-looked-at-ness” (Mulvey, 1989, p. 19) in the way they are presented.  

 

Mainstream film neatly combines spectacle and narrative. The presence of woman is an 

indispensable element of spectacle in normal narrative film, yet her visual presence tends 

to work against the development of a story-line, to freeze the flow of action in moments 

of erotic contemplation. This alien presence then has to be integrated into cohesion with 

the narrative. (Mulvey, 1989, p. 19) 

 

With castration as the ideological platform for the creation of representations of women, and 

inciting scopophilia as the goal of producers creating these representations, voyeurism and 

fetishism are used to design erotic, heterosexually pleasing representations of women as 

castrated, passive, and with no desire of her own. Mulvey (1989) claims that these 

5 Voyeurism is Freud’s concept of having erotic satisfaction of watching someone without being seen doing so while 
Freud’s fetishism refers to the seeking out of the penis, or phallic, in someone or something else for erotic 
satisfaction (Kaplan, 1983, p. 14).  
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representations of women in classic Hollywood films are therefore constructed through a 

patriarchal, hierarchical, all-encompassing power structure she (1989) calls “the determining 

male gaze” (p. 19).  

Pulling from Lacan’s gaze during the mirror stage , Mulvey claims the male gaze is 6

seamlessly activated in cinema through three looks: the look of the camera, the look of the 

audience, and the look of the male characters in the film (Mulvey, 1989, p. 25; Ruti, 2016, p. 39). 

Mulvey (1989) claims that “the conventions of narrative film deny the first two and subordinate 

them to the third” (p. 25), meaning to create the narrative experience as real, the audience must 

not notice or pay attention to camera movements, edits, or be made aware that they themselves 

are spectators watching an event. It should all happen seamlessly, the audience experiencing the 

story and action the same way the protagonist does, as real.  In the classic Hollywood films 

Mulvey analyzed, the protagonist was a man. Therefore, male spectators experienced narcissistic 

association with this lead male character, identifying with “idealized version of themselves” 

(Ruti, 2016, p. 40). As such, Mulvey shows how both “voyeurism and narcissism are gendered” 

(Smelik, 2016, p. 2). Male audience members look with the male character and look at the 

female characters (Bernard, 1995). The question begs: where does this leave the female 

spectator?  

This focus on male spectatorship leaves a gap between female spectators and narcissistic 

association required for enjoyment of film. As an audience member, who is she supposed to 

identify with? Per Mulvey, the male gaze is inescapable (Sassatelli, 2011). Aligning with the 

male gaze forces women to sexually self-objectify, while identifying with women in the film 

forces the female audience member to accept herself as the passive object whose value lies in 

capturing the fascination of the male characters. Either way, women in the audience participate 

in the reification of the idea that a woman’s identity is only given to her through a man or the 

masculine (Ruti, 2016). Mulvey’s solution to this? To destroy visual narrative pleasure. She 

states that this is in fact the “intention” (Mulvey, 1989, p. 16) of her article. Her intention is to 

attack, head-on, the “satisfaction and reinforcement of the ego” (Mulvey, 1989, p. 16) that 

6  Lacan’s gaze references the mirror stage of a child, when the child sees and recognizes her/himself in the mirror, 
experiencing the mirrored self as the ideal. In film, this gaze is a “point of identification, an ideological operation in 
which the spectator invests her/himself in the filmic image” (McGown, 2003, p. 28).  
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requires such a representation of woman, that requires woman to be a passive thing to be looked 

at, and that requires woman to have little to no subjectivity in films.  

Mulvey’s male gaze continues to influence how film is made and discussed as is 

shown in writer/director Jill Soloway’s 2016 speech at the Toronto International Film Festival , 7

where she talks about both the male and female gaze to an attentive audience of filmmakers. 

Additionally, the male gaze found a life outside of film and has been used by feminists to explain 

their daily experiences of life and being looked at my men in public, described as an often 

“decentering and traumatizing” (Ruti, 2016, p. 50) experience. Mulvey’s male gaze has been 

touted as being one of, if not, the most important contribution to feminist film theory (Sassatelli, 

2011; Merck, 2007; Kaplan, 1983). In spite of this, she has received much criticism at the time of 

writing the article, as well as today.  

2.3.2 Critiques and relevance. Feminist film theory and Mulvey’s (1989) male gaze are 

critiqued for: using the works of Freud and Lacan (Merck, 2007; Chaudhuri, 2006; Arbuthnot & 

Seneca, 1982), lacking intersectionality (Manlove, 2007; Smelik, 2016; Mulvey & Backman, 

2015), and being couched within an outdated version of feminism (Ruti, 2016).  

Using patriarchal ideologies of Freud and Lacan, both whose work is a “discourse which 

is totally male” (Merck, 2007, p. 31) reifies the perceived naturalness of the hierarchical binary 

within sexual difference and is therefore an inappropriate tool in discussions of what a woman is 

and what representations of women are (Chaudhuri, 2006, p. 112). By looking only at the 

hierarchy within relationships represented in classic Hollywood films, there is no accounting for 

agency or strong female characters (Arbuthnot & Seneca, 1982).  In the article, Mulvey 

acknowledges that psychology does not account for the female unconscious but that she uses 

psychology as a way to understand the phallocentric “status quo” (Mulvey, 1989, p. 15).  

Feminist film theory’s focus on sexual difference ignores the specific sexualized 

differences between women of different sexualities, races, education, and social classes. 

Mulvey’s gaze is specifically a heterosexual one (Manlove, 2007; Smelik, 2016). Feminist 

author and critic bell hooks also decries feminist film theory as being specifically about “white 

womanhood” . (hooks as cited in Smelik, n.d.). By focusing on sexual difference, racial 

7 Jill Soloway created, wrote and directed, among other projects, the television series Transparent (2014). Her entire 
2016 TIFF speech can be seen at https://www.youtube.com/watch?v=pnBvppooD9I.  
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differences are ignored (Smelik, 2016, p. 3). As “cinema constructs whiteness as the norm” 

(Richard Dyer as quoted in Smelik, 2016, p.3), feminist film theory ignores racial, sexual, and 

economic issues, placing the power of representation with white women alone. In 2015, Mulvey 

herself stated that the feminist film theory of 1970’s was “left looking somewhat white and 

heterosexual” (Mulvey & Backman, 2015, p. 18).  

An additional critique is borne out of the third wave feminism of the late and post-1990’s. 

Third wave feminists did not, and do not, see “feminism and femininity as antithetical to each 

other” (Ruti, 2016, p. 9). As such, third wave feminists embrace and flaunt the look of the 

heteronormative, sexually attractive woman, flipping the script on sexual objectification and 

turning it into sexual empowerment (Ruti, 2016, p. 12). This is not the male gaze, this is choice. 

The new accepted ideal, accepted by women, is representation that is at once feminine, sexy, and 

unapologetic (Ruti, 2016, p. 13).   

While Smelik (2009) suggests kicking the male gaze to the curb when trying to account 

for representations of women in modern-day blockbuster Hollywood films, I’m not quite ready 

to do that. I use feminist film theory as one part of my rhizomatic theoretical framework and 

research design as I believe that representations of women today are at the effect of the 

“determining male gaze” (Mulvey, 1989, p. 19). The aim of this research is to explore the “yes 

and” to Mulvey’s ideas. Yes, the male gaze and what else? While I accept the feminist critique of 

Freud, Mulvey’s ideas are groundbreaking. I use this theory to provide insight and perspective 

when trying to account for the female leads in Rogue One (2016) and Wonder Woman (2017). 

Additionally, while discussed in greater detail in my methodology section, I argue the male gaze 

only exists as a result of the design of phallogocentric society, or rather “Sexual Difference Level 

1” (Braidotti, 1994, p. 158) wherein women are seen as and given subjectivity that is lacking, 

irrational, and with bodies that are easily exploited and/or silenced. This is one aspect of 

Braidotti’s (1994) feminist nomadic thinking, borne from sexual difference theory, discussed 

next.  

2.4 Sexual difference theory. Sexual difference theory is a bold stance against the 

constructed, phallogocentric, hierarchical societal design that man is privileged over woman and 

that this privileging stems from nature (Van der Tuin, 2018). This system says the masculine 
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lives in the male body, the body of men, and the feminine lives in the female body, the bodies of 

women (Lind, 2007).  Man, specifically the white, heterosexual man,  is the subject of life, with 

masculine ways of being and modes of thought that are universal and essential (Braidotti, 1994; 

Braidotti, 2005; De Beauvoir, 1949/1979; Butler, 1988). Without man and the masculine, there is 

nothing. Again, woman is the “Other” (de Beauvoir, 1949/1979, p. 16). Sexual difference 

thinkers point out that the female body is different from the male body. Luce Irigaray, who 

positioned sexual difference theory as a philosophy (Braidotti, 2005), states: “It is not the same 

to make love inside your body than outside.”  Sexual difference theory says that women, who 8

live their lives in female, feminine bodies, have not been given the opportunity to find meaning, 

function, and possibility outside the phallogocentric structure that has shaped her. It is the aim of 

sexual difference thinkers to reveal the constructed, distorted hierarchy of gender while at the 

same time pushing for a positivity, as opposed to lack or negativity, of the differentiated, female 

sexed body.  

While inspired by the work of de Beauvoir and embracing the psychoanalytic ideas of the 

unconscious and internalization, sexual difference theorists take a post-structuralist approach to 

this matter of sexual difference, saying “no” to the one-subject claim (Braidotti, 2005). In sexual 

difference theory, women are placed firmly in their female sexed bodies, however never reduced 

to them. Corporeality becomes the foundation the conversation rests on, and language as the site 

where the subject is constructed (Braidotti, 2003; Braidotti, 2005). While acknowledging the 

phallogocentric system is constructed in and operationalized through language, to make any 

difference to the experience of subjectivity, one must place one’s self on “either side of this great 

masculine/feminine divide. The subject is sexed, or s/he is not all” (Braidotti, 2005, p. 300). 

While de Beauvoir (1949/1979) sees the exit out of phallogocentrism to be to “grab 

transcendence” (p. 77), this only continues to privilege masculine modes of thinking and being 

(Braidotti, 2005), and therefore privileging men. The aim of sexual difference theory is therefore 

to provide avenues of thinking and thought that allows for a female, feminine subject to emerge. 

Sexual difference theory is the “positive affirmation” (Braidotti, 1994, p. 158) of sexed 

8 This quote is translated from an interview of Luce Irigaray in 2013 by the GB Times in celebration of International 
Women’s Day. The interview can be found at https://www.youtube.com/watch?v=ODD8-wayDhM.  
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difference . The work of Luce Irigaray, discussed briefly below, was taken up by Rosi Braidotti, 

who combined sexual difference theory with the thinking of Deleuze to create a new mode of 

sexual difference thinking, that of feminist nomadic thought.  

While studying under Lacan, Irigaray wrote Speculum of the Other Woman (1985), a 

focused attack on this one-subject position, denouncing it as “false universalism” (Braidotti, 

2005, p. 299). This bold claim against the phallogocentric economy, that woman was not 

representable nor had “woman [...] yet taken (a) place” (Irigaray, 1985, p. 227), that is to say did 

not exist yet as a result of the specular nature of phallogocentrism, caused Irigaray to be released 

from her position at the Sorbonne and disassociated with Lacanian school. Irigaray re-imagined 

how the world would be if constructed from the perspective of a female body as opposed to a 

male one (Irigaray, 1985; Lennon, 2014). Indeed, she attacks Freud for his part in keeping 

woman as Other, his own need for the speculum, causing him to declare woman a “dark 

continent” (Freud as cited in Irigaray, 1985, p. 139), unknowable and unimaginable. Other.  

This is not to say that Irigaray is in search of equality. Exit out of phallogocentrism, yes. 

Equality, no. Irigaray states: “Equal to whom?” (Irigaray as cited in Braidotti, 1994, p. 148). For 

equality would mean symmetry, would be having equal rights to men by being like men (Zanik, 

2011, “French Feminism”, para. 4.11). Sexual difference theory is diametrically opposed to the 

idea of the same. It is not same Irigaray is going for. It is difference where new worlds lay in 

waiting.  

While sexual difference theory stems from the body, this is not to say Irigaray imagines a 

body outside cultural representation (Lennon, 2014). Indeed, it is culture, language, she dives 

into, language that describes and sprouts from the female body. Irigaray states “at least two (lips) 

keeps woman in touch with herself” (Irigaray as quoted in Braidotti, 2005, p. 305). It is this 

thinking of the lips of the vulva that bring Irigaray to imagine thinking as a woman is to think 

from and with fluidity and movement, as opposed to the fixity of the one, the penis (Lennon, 

2014). What does thinking from two do to thinking, the subject, the social? In what ways is 

thinking influenced when thinking takes place from a fluid location?  

While Irigaray takes the position that woman is, in the current social world, unable to 

take up the subject position, the work of Rosi Braidotti takes on a more hopeful turn. While 
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Irigaray does push for a positive affirmation of female, feminine subjectivity through writing 

from the female, feminine embodied perspective (Van der Tuin, 2018), Braidotti (1994; 2003; 

2005) provides a map of how to think through the different and multi-layered subject positions 

embodied by women. She urges us to become nomads.  

2.4.1 Feminist nomadic thinking. In her book Nomadic Subjects (1994), Rosi Braidotti 

calls for a “figurative style of thinking” (p. 1), influenced by the nomadology of Deleuze & 

Guattari (1988). “Nomadism” (Deleuze & Guattari, 1988, p. xii) is the state of being and 

movement between two or more points. To think nomadically is therefore to think fluidly, to 

allow thought and thinking to come from and exist within two or more interconnected notions 

simultaneously, an active and dynamic yet composed and still practice.  

Braidotti’s (1994) applies nomadic thinking to her project of the search for points of exit 

from phallogocentrism to develop what she calls “Feminist Nomadic Thinking: A Working 

Scheme” (p. 158). This “scheme” is a cartography, or map, of the female, or woman, 

“becoming-subject” (p. 158). Braidotti offers three “Levels of Sexual Difference” (p. 168) that 

provide specific subject positionings from which to think from and through, paths that impact 

and influence subjectivity and embodiment. The positionings and paths within the levels of 

sexual difference are relational, this is to say, the female feminine subject’s subjectivity and 

embodiment is given relationally through these three levels of sexual difference: in relation to 

men, in relation to other women, and in relation to herself (p. 158). These positionings, points on 

the feminist nomadic map as it were, flow in and out of and overlap with one another, with no 

beginning or end, and often simultaneously (p. 159). Using this nomadic mode of thought, 

Braidotti (1994) does not deny the existence of a female subject but rather creates the female 

feminine subject as existing within and through layers, or levels, of interactions with sexual 

difference. This way of thinking, being, this push for fluidity, with an acknowledgement and 

awareness of one’s own level of sexually differentiated subjectivity, Braidotti states, is an “art of 

existence” (p. 159).  

This is not to say at the end of some path, woman will “be subject”, but instead, 

subjectivity is acquired through this continued bodily influence of material and symbolic points 

of intersection, that then become embodied in the subject (p. 157). And then on to the next 
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material/symbolic point of intersection and the next moment of the then embodied 

“becoming-subject” (p. 158). The map of feminist nomadic thinking is put forth as an avenue to 

connect “theory to practice” (p. 158), to provide real-life woman awareness of what level of 

subjectivity she is being subjected to and the opportunity to flow in and out of other levels of 

subjectivity as she chooses. For Braidotti, feminist nomadic thinking “resists settling into 

socially coded modes of thought and behavior” (p. 5). She states:  

 

The starting point, for my scheme of feminist nomadism, is that feminist theory is not 

only a movement of critical opposition of the false universality of the subject, it is also 

the positive affirmation of women's desire to affirm and enact different forms of 

subjectivity. (Braidotti, 1994, p. 158) 

 

Feminist nomadic thinking inspires possibility itself, as Braidotti (1994) describes, “a sort of 

creative becoming, performative metaphor that allows for otherwise unlikely encounters in 

unsuspected sources” (p. 6). It is these three levels of sexual difference, and specific subject 

positionings within them, that I combine with Mulvey’s (1989) “male gaze” (p. 19) to complete 

my theoretical framework. As such, within discussion of each level of sexual difference below, I 

point out the specific subject positionings I used for my data collection and analysis, which are 

defined and operationalized, along with the male gaze, in my methodology section.  

2.4.1.1 Sexual difference level 1: woman in relation to man. To describe the 

experience of female subjectivity within “Sexual Difference Level 1” (Braidotti, 1994, p. 159), 

that is to say female subjectivity experienced relationally to men, Braidotti (1994) pulls heavily 

from the works of de Beauvoir (1949/1979) and Irigaray (1985). Sexual Difference Level 1 is 

woman within the phallogocentric system. This level provides both an awareness of the 

subjectivity of woman in relation to man and a critique of it.  

Per de Beauvoir (1949/1979) and Irigaray (1985), in this particular intersection of the 

material and the symbolic, woman indeed is not representable (Braidotti, 1994, p. 160). A 

version of woman, yes. A version of a subject, yes. But woman, in and of herself, indeed seems 

to be missing at this level. Woman as subject within Level 1 is shaped by the universalistic claim 
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of the male subject. Braidotti defines woman’s subjectivity within this level as: lack, other, 

devalorized, non conscious, uncontrolled, irrational, confined to immanence, and identified 

specifically with the body, a body that is exploited and silenced (Braidotti, 1994, p. 159). The 

gender hierarchy prevails at this level. Level 1 is a “refusal to disembody sexual difference” (p. 

160). To say within phallogocentrism, this is who women are and who women get to be. Level 1 

is additionally a critique of taking up the masculine position as a solution. Braidotti suggests 

instead to invest time in “trying to elaborate alternative forms of female subjectivity” (p. 161).  

The subject positions I used for data collection and analysis within this level are: lack, 

irrational, and a body that is exploited/silenced (p. 159).  

2.4.1.2 Sexual difference level 2: woman in relation to woman. To develop “Sexual 

Difference Level 2” (Braidotti, 1994, p. 162), Braidotti uses Adrienne Rich’s (1986) “politics of 

location” (p. 215) and Teresa de Lauretis’ (1984) differentiation between category “Woman” and 

women, the “real, historical beings” (p. 5). Braidotti (1994) sees this acknowledged 

differentiation between each “real-life” (p. 162) woman to be the beginning point of the feminist 

project, “the movement to change the values attributed to and the representation made of women 

in the longer historical time of patriarchal history” (p. 163). The category “Woman” can no 

longer be the “umbrella term” (p. 162) used to describe all women. Each real-life woman is 

different, with different experiences, sexualities, races, ages, and so on, different points of 

identity that make a real-life woman that particular real-life woman. Rejecting “Woman” as a 

category flips the universalistic claim of the one-subject on its head and helps to create a political 

and symbolic starting point for feminine subjectivity. It inspires the end of real-life women 

generalizing other women as well as themselves. It brings the possibility of experiencing self and 

others as “becoming-subject” (p. 158). It creates the possibility for political action.  

Braidotti (1994) distinguishes the differences, and therefore subject positions, within this 

level of sexual difference to be: “positivity of sexual difference as political project, female 

feminist genealogies, politics of location and resistance, dissymmetry between the sexes, 

experience, embodiment, situated knowledge, women-based knowledges, empowerment, 

multiplicity of differences or diversity” (p. 162). The subject positions I used for data collection 

and analysis within this level are: embodiment, empowerment, and politics of resistance. 
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2.4.1.3 Sexual difference level 3: woman in relation to herself. “Sexual Difference 

Level 3” (Braidotti, 1994, p. 165) is discussion of the relationship of real-life women to 

themselves, a key term in this level being “identity” (p. 166). Bringing in Foucauldian genealogy 

and counter-memory (Medina, 2011, pp. 19-24), Donna Haraway’s (1988) “split and 

contradictory self” (p. 586), and Deleuzian rhizomatic “flows of energy” (Braidotti, 1994, p. 

165), Braidotti (1994) offers a subject positioning wherein the relationship to identity, or self, is 

imaginary (p. 166). Identity is at once relational to others while being “fixed through memories” 

with “unconscious, internalized images” outside rational control (p. 166). This multi-layered, 

complex identification is found in and through the body, at the intersection of the material and 

symbolic, in a dance with subjectivity and embodiment. This multiplicitous figuration of self 

located within one body, a body, makes the body unrepresentable, exceeding representation (p. 

165).  

This is another way speaking from one’s specific location, as called for above in “Sexual 

Difference Level 2” (Braidotti, 1994, p. 162), becomes important. If one is to have an imaginary 

relationship to the variables that make up one’s self, it is important to know exactly what those 

variables are. It encourages women to become aware of and tackle head on their own “internal 

contradictions and discontinuities” (p. 166). Sexual Difference Level 3 offers real-life women a 

female subjectivity that takes ownership of and takes action on all aspects of the self (conscious, 

unconscious, bodily, embodied, historical, material, symbolic, and so on) as an avenue to the 

creation of each real-life woman’s own female feminine subjectivity.  

Additionally, within this level, as with all levels of sexual difference, Braidotti (1994) 

makes a Deleuzian call for “positivity of passions” (p. 167), to take on feminist nomadic thinking 

with “humor and lightness” (p. 166).  

With Sexual Difference Level 3, women’s possible subjectivity is that of being: “a 

multiplicity in herself (split/fractured); a network of levels of experience (as outlined on levels 2 

and 1); a living memory and embodied genealogy; not one conscious subject but also the subject 

of her unconscious; in an imaginary relationship to variables like class, race, age, sexual choices” 

(p. 165).  
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2.4.2 Critique and relevance. There are several overlapping critiques of sexual 

difference theory, that it is: too bodily focused, heterosexist while reifying the gender binary, and 

lacking intersectionality (Butler, 1988; Lennon, 2014, Braidotti, 2003; Braidotti, 1994; Moore, 

1994).  

Sexual difference theory has been critiqued for being overly-focused on the body, the 

reproductive capacities and genitals of the female body (Moore, 1994; Zakin, 2011, “French 

Feminists”, para. 4.13). This focus on the genitals places focus on what women can do with their 

bodies, reproduce. This joins the definition of woman with that of mother (Moore, 1994, p. 85). 

There is a claim, however, that this is a misinterpretation of the project of sexual difference. This 

focus on the “libidinal economy” (Moore, 1994, p. 86) within Irigaray’s work is from the stance 

that the body is a “cultural artifact” (Braidotti, 1991, p. 219), a conversation and location of the 

“either/or of biology or civilization” (Zakin, 2011, “French Feminists”, para. 4.13) What Irigaray 

is speaking of is a departure from a “singular conception of origin and desire” (Zakin, 2011, 

“French Feminists”, para. 4.13), departure from the phallic conception. Indeed, per Braidotti 

(2005), sexual difference privileges the “sexed identity [...] as the primary site of resistance” (p. 

305).  

Additionally, Butler (1988) critiques sexual difference for its focus on the gender binary 

and the “implicitly heterosexual framework” (p. 530) it implies. This focus on gender not only 

keeps the conversation within this heterosexual framework, it additionally reifies men as the 

location of masculinity and women as the location of femininity (Braidotti, 1994, p. 154). While 

I do agree it is past time for the gender hierarchy to end, rather than keeping the feminine in only 

the female body, there are opportunities in calling for the feminine to be taken out of its 

hierarchical position regardless of what sexed body it resides in. Braidotti (2003) states that 

sexual difference theory is a “radically heterosexual project” (p. 46) but goes on to say it is not 

heterosexist. Men have indeed been, and are, called upon to “reclaim a non-Phallic sexuality and 

re-signify their desires” (Braidotti, 2003, p. 46).  

While sexual difference theory has been also been critiqued for being a “white, Western 

conversation”, Braidotti (2005) claims that sexual difference is not to be “radically separated 
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from [...] other categories such as class, race, ethnicity or other coded social differences” (p. 

305).  

 Even with the above criticism, sexual difference theory, and feminist nomadic thinking 

founded within it, provide an excellent, both at once complementary and contradictory, lens to 

feminist film theory and Mulvey’s (1989) male gaze. While the male gaze is focused on 

understanding the male psyche as it pertains to representations of women, sexual difference 

theory is focused on the embodiment of real-life women as it pertains to the creation of their 

subjectivity. In essence, I am using theories and concepts developed by real-life women 

(Mulvey, de Beauvoir, Irigaray, Braidotti) to look at and account for representations of women 

who influence and impact the subjectivity of other real-life women. It is actually an attempt to 

come from a feminine location as a feminist researcher. By combining the two theories, seeing 

the rhizomatic connections between the two, as Smelik (2009) suggests, there becomes an 

opportunity to be able to account for modern-day representations of women that are more 

accurate than with feminist film theory alone. Creating a rhizomatic connection between the two 

theories provides the opportunity for thought and thinking that is itself rhizomatic and 

multiplicitous.  

Above I started with definitions of a subject, subjectivity, the body, and embodiment, 

concluding that within this research, the body is the material and symbolic socially constructed 

location where embodiment is given through subjectivity. I next discussed core concepts 

developed by de Beauvoir, Freud, and Lacan, as these concepts were the starting points for both 

feminist film theory and sexual difference theory.  

In discussion on feminist film theory, I showed how psychoanalysis was used as a way to 

understand the male psyche by observing how representations of women in film were passive, 

coded for femininity, and sexually objectified. Along with exploring this through scopophilia, 

voyeurism, and narcissism, Mulvey’s (1989) male gaze explained how the look of the camera, 

the spectators, and the male characters in the film all create the woman to be passive, coded for 

femininity, and sexually objectified (Mulvey, 1989). In this way, second wave feminists took de 

Beauvoir’s (1949/1979) social constructivist perspective that “One is not born but rather 

becomes a woman” (p. 237), connecting it to the social phenomena of representation of women 
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in film, doing so with a psychoanalytic lens to give language to the social experience of women 

being turned into an icon, or object, for visual pleasure.  

I next discussed sexual difference theory, built upon the work of de Beauvoir and 

focusing briefly on the key philosopher of the theory, Luce Irigaray, who claimed that within 

phallogocentric society, woman has yet to exist (Irigaray, 1985). Irigaray’s work is a stand 

against the “false universalism” (Braidotti, 2005, p. 299) of the subject and sees the way to 

beginning the conversation of feminine subjectivity as connected to writing through the 

experience of the female body (Lennon, 2014). I then turn to Braidotti (1994) and her feminist 

nomadic thinking wherein women’s subjectivity is given and experienced through three, 

relational  levels of sexual difference: in relation to men, in relation to other women, and in 

relation to self.  

In my methodology section below, I discuss how I have used both theories to design my 

research and to collect and analyze my data.  
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CHAPTER 3: METHODOLOGY 
The aims of this study are 1) to meet the call of previous research to find new ways to 

account for modern-day representations of white, heterosexual, twenty-something women in 

modern-day Hollywood blockbuster films and 2) to explore how the use of new approaches 

might offer exit points from the influence of such representations on real-life women. To achieve 

the aim of this study, I employ a deductive approach, based on concepts within my theoretical 

framework, applied to a qualitative content analysis methodology.  

Developed in the 1927 by Harold Lasswell, content analysis was initially designed to 

research propaganda materials. Lasswell states that content analysis is about uncovering “Who 

says what, through which channel, to whom, with what effect” (MacNamara, 2005, p. 2). In 

2002, Neuendorf reported that in the “field of mass communication research, content analysis 

has been the fastest-growing technique over the past 20 years” (MacNamara, 2005, p. 1).  

Content analysis is traditionally done using quantitative methods and is defined as 

“technique that enables researchers to study human behavior in an indirect way, through the 

analysis of their communications” (Fraenkel & Wallen, 2006, p. 483). Berger (1991) states that 

“Content analysis […] is a research technique that is based on measuring the amount of 

something (violence, negative portrayals of women, or whatever) in a representative sampling of 

some mass-mediated popular form of art” (p. 25). Quantitative content analysis is concerned 

with the “volume of mentions” (MacNamara, 2005, p. 4) of key terms, phrases, images, and the 

like in a chosen segment of media. It is about the numbers. While Neuendorf (2002) sees content 

analysis as a quantitative method only, Krippendorf (2004) argues that “all reading of text is 

qualitative even when certain characteristics are later converted into numbers” (p.16).  

Qualitative content analysis has been defined by Hsieh & Shannon (2005) as “a research 

method for the subjective interpretation of the content of text data through the systematic 

classification process of coding and identifying themes or patterns” (p. 1278). Patton (2002) 

states that qualitative content analysis is: “Any qualitative data reduction and sense-making 

effort that takes a volume of qualitative material and attempts to identify core consistencies and 

meanings” (p. 453). Additionally, Mayring (2000) defines qualitative content analysis as “an 

approach of empirical, methodological controlled analysis of texts within their context of 
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communication, following content analytic rules and step by step models, without rash 

quantification” (p. 2). 

 Qualitative content analysis, rather than only counting phrases in a text, digs into what 

the text or media means, grouping together themes and patterns. Meaning, themes, and patterns 

are analyzed both by observing manifest and latent content, manifest content being apparent 

symbols and meanings of what is represented and latent content having meanings that lie beneath 

that which is obviously represented  (MacNamara, 2005). Additionally, as an in-depth 

examination of any visual or textual communication, including film, tv, novels, magazine 

articles, and the like, qualitative content analysis provides the avenue with which to study the 

meanings and intentions of human communication in an unobtrusive way (MacNamara, 2005).  

The approach I take blends an “a priori”, deductive coding, used usually only in 

quantitative content analysis, with a qualitative, interpretive approach to the data analysis 

(MacNamara, 2005). That is to say, “all decisions on variables, their measurement, and coding 

rules must be made before the observation begins” (Neuendorf, 2002, p. 11). While in the 

analysis, I pay attention to how the data “illustrates the range of the meanings of the 

phenomenon” rather than the number of times a particular phenomenon occurs (Zhang & 

Wildemuth, 2009, p. 2).  While qualitative content analysis offers a unique way to engage with 

and study media messaging, it is not without its limitations.  

It has been stated that “qualitative content analysis is difficult and maybe impossible to 

do with scientific reliability” (MacNamara, 2005, p. 5). As such, I address issues of 

trustworthiness to account for this. Additionally, quantitative content analysis is based on 

manifest content with a clear obvious meaning. Qualitative content analysis is often based on 

latent, hidden, meanings. As Newbold et al. (2002) states, this struggle between privileging latent 

content over manifest content is often lost on the audience, who neither have the time nor the 

interest to analyze the in-depth, sociological life of an on-screen subject. Newbold et al. (2002) 

additionally warn that even when it is used, qualitative content analysis is “time consuming” (p. 

249) and often still reports on the obvious but in a confusing, difficult to understand way. I 

address these issues by being transparent in my data analysis and by attempting to use relatable 
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language. Even with these limitations, given my data is media content, it is an appropriate 

method for this study.  

3.1 Data preparation and collection.  I first purchased and downloaded both films to 

my computer. I connected my laptop to a large screen television, enabling me to take notes on 

my computer while watching the films, eradicating transfer of notes from a notebook to a 

computer.  

I watched the films three times, once in real-time, to familiarize myself with the data, 

followed by two close viewings, engaging the pause button every few seconds to ensure data and 

details were noted.  For each close viewing, I created a data collection spreadsheet. I additionally 9

made regular and copious notes on each step of the process, notes on my experience of the 

process, connections being made, challenges to overcome and the like. All data preparation, 

collection, and analysis was done using Google Docs.  

The intention of the first close viewing was to capture thick description of each scene in 

the films. Column headings in this spreadsheet are: Timecode, Action, Appearance, Reaction to 

Action, In Relation to Men, What She Says About Herself, What Others Say About Her. While I 

did take detailed notes on the environment of each scene, that level of analysis is beyond the 

scope of this research and I therefore leave it for another time. This first close viewing gave me 

in-depth exposure to the data, enabling me to immerse myself in the content, the worlds, and 

storylines of both films. This first viewings took approximately 10-12 hours per film. A two page 

sample of this data collection sheet for each film is in Appendices 3. For a quick peek, below is a 

sample from the data collection sheet for Rogue One (2016): 

 
 
 
 
 
 

9 This is what I call “the power of the pause” button. Watching and extrapolating significance from film watched in 
real-time is difficult. Being able to stop, rewind, and repeat, or pause a scene all together, provides the opportunity 
to sit with the content, view background and foreground elements, look at facial expressions, camera angles, etc 
(Mulvey, 2006, p. 153). I point this out as I do not believe research of this kind would be possible without the 
technology available to pause the films. As it is out of the scope of this research, this technological interplay of 
being able to pause filmic content as it relates to content analysis is not included, however, I do believe this to be a 
crucial element in the data collection process.  
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Table 1: Sample Data Collection Sheet - First Close Viewing - Rogue One 

TC ACTION APPEARANCE 
REACTION 

TO THE 
ACTION 

IN RELATION TO MEN 
WHAT SHE 

SAYS 
WHAT IS SAID  
ABOUT HER 

0:01:15 Jyn is running 
from an aircraft in 
the sky. She 
breathes heavy as 
she runs. THE 
FIRST TIME WE 
SEE ANY PART 
OF her body it is 
her running legs. 

She is about 6 years 
old, white, brown hair 
braids on both sides, 
she wears khaki 
pants, a long sleeved 
dark green jacket, and 
carries a backpack. 
She has some dirt on 
her face, sweating. 

She is scared It is hard to say in this first 
scene if she knows for certain 
their are men on the ship but 
once she sees that they are men 
and they kill her mother, her 
life has been impacted by the 
power of men - her mother 
seen as easily dispensable 
while her father's life is saved 

  

 

The second close viewing is where I put my theoretical framework into action, capturing 

when, where, and how the data interplayed with my operationalizations. This close viewing took 

6-8 hours per film and was based on deductive coding from my theoretical framework. The 

column headings of the data collection spreadsheet for the second close viewing are: Time Code, 

Scene Description, The Male Gaze, Why, Sexual Difference 1 (SD1), Why, Sexual Difference 2 

(SD2), Why, Sexual Different 3 (SD3), Why. As shown below, using Wonder Woman as an 

example, when there was an observable moment of the male gaze or one of the levels of sexual 

difference this was marked with an “x” and the reason typed into the cell to the right: 

 
Table 2: Sample Data Collection Sheet - Male Gaze and Levels of Sexual Difference - Wonder 
Woman 

TC SCENE 
DESCRIPTION 

MG WHY SD1 WHY SD2 WHY SD3 WHY 

0:00:47 VO - she used to 
want to want to 
save the world but 
the closer you get 
the more you see 
the great darkness 
- zooming in on 
Paris and the 
Louvre 

x She is attractive 
- but she is 
walking down 
the hall by 
herself - no one 
sees her - is she 
at the effect of 
the MG - she is 
coded for 
femininity - long 
hair, makeup, 
thin, perfect 
skin, heels, 
pretty, she has a 
sexy walk , 
confident walk -  

x She talks about how 
mankind is both light 
and dark - THIS is 
already extremely 
phallogocentric - I 
can't think of a better 
example of 
phallogocentrism than 
the term "mankind" - 
ALSO SHE is in a 
phallogocentric 
panopticon - literally 
the force field around 
the island hidden 
tucked away - like 
Sphinx in the City - 

  x She has a VO here - 
where she has learned 
things about man and 
mankind and now she 
will never be the same - 
she is walking while this 
VO is going on - is this 
what she is thinking 
while is walking down 
the hall - She is very 
much like B & I - 

 
Data used in my analysis consists of stills from the film, dialogue and storylines and 

includes timecodes of where specific moments in the films happen for easy reference.  
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3.2 Operationalization. I begin my operationalization by clarifying the context within 

which I have couched all my operationalizations, that is to say, my coding, sub-coding and 

coding rules are all founded in embodiment. The purpose of this content analysis is to look at the 

ways in which these two representations of white, heterosexual, twenty-something women: 1) 

embody being the object of the activated male gaze and 2) embody relational subject 

positionings within Braidotti’s (1994) levels of sexual difference.  

As I argue that the male gaze does not exist outside the relational sexual differences as 

outlined in Sexual Difference Level 1, I therefore combine both concepts into one level of 

analysis. Without phallogocentrism, women would not need to be made passive or turned into 

sexual objects. “The exploitation of women is not merely a phenomenon that takes place within 

the social order, it is its very foundation and premise” (Zakin, 2011, “French Feminists”, para. 

4.7). Reporting in this manner additionally begins the exploration of representations as 

rhizomatic. To be clear, this level of analysis is generally operationalized as the embodiment of 

the female leads in relation to, and as influenced and impacted by, the male characters in the 

films.  

Sexual Difference Level 2 is reported as its own level of analysis. As Sexual Difference 

Level 2 is about women in relation to other women, I give an overarching operationalization of 

this concept as comparative and contrasting tool to analyze the similar and different ways in 

which Jyn and Diana embody the subject positionings available at this level of sexual difference.  

As Sexual Difference Level 3 lives in the unconscious, I do not operationalize this level 

in my research. However, the concepts and ideas in Sexual Difference Level 3 provide great 

insight and inspiration for my Discussion and as such, is reserved for that time.  

3.2.1 Operationalization of the male gaze. I operationalize the following concepts from 

Mulvey (1989) that point to the male gaze in action: pleasure in looking at a female character; 

men as active/women as passive; female character coded for femininity; female displayed as a 

sexual object (p. 19). Therefore, I operationalize the male gaze in the following way:  
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Table 3: The Male Gaze - Operationalization 
CODE SUBCODES CODING RULE 

The Male Gaze 

Pleasure in looking  
Male character having pleasure in looking at the 
female lead - ex. smiling, lingering glance, dialogue 
to this effect  

Passive  

Her sex and sexuality causes the female lead to be 
placed in a passive position by a male character - ex. 
She stops talking, hides, allows her body to be 
moved 

Coded for femininity 
Female lead is coded for femininity when interacting 
with male characters in the film - ex. displaying 
softness in voice or physical gestures 

Sexual object  

The female lead is seen and engaged with as a 
sexual object by male characters - ex. her physical 
appearance becomes a topic of conversation and 
something to be managed 

 

3.2.2 Operationalization of sexual difference level 1. The sexually differentiated 

subject positionings I operationalize for Sexual Difference Level 1 are: Lack, Irrational, and a 

Body Exploited/Silenced.  

As discussed in my theoretical framework, the masculine is privileged over the 

feminine. Women are therefore seen as lacking masculinity, lacking a penis, lacking universality, 

and additionally, lacking being able to attain any of these three (de Beauvoir, 1949/1979; 

Braidotti, 1994). Young (1980) states: “Woman is culturally and socially denied by the 

subjectivity, autonomy, and creativity which are definitive of being human and which in 

patriarchal society are accorded man” (p. 141). Women’s lived bodily experience therefore is 

that there is something wrong with her, an unfixable element that is eternally incorrect. This is 

how she moves through the world and this is how she is treated by the world. While “lacking 

universality” is too esoteric of a concept to operationalize, “Lack” is not. One of the things I am 

looking for is where, in the films, the male characters treat the female character as lacking due to 

her sex and/or gender. “Lack” in this way becomes an observable experience. “Lack” has been 

chosen because I see it as a foundational experience of woman within phallogocentrism. To 

operationalize this concept, I define it as any moment in the film when a male character engages 

with the female lead in a way where he believes her to be lacking in some capacity and takes 

action on this opinion of her either through verbal or visual means.  
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As rationality has long been the domain of men, and women being not-man, women are 

therefore easily seen as the Other of rationality, that of being “Irrational” (Braidotti, 1994, p. 94). 

Masculine thought, whatever those thoughts may be, are conflated with rationality. If the 

masculine is speaking this is rational, scientific, something you can hang your hat on. With the 

binary relationship created by rationality/irrationality, and women being seen as irrational, 

women’s thoughts and ways of thinking are seen as unscientific, to be questioned, and not 

trusted. As such, I operationalize this “Irrational” as any moment in the films when a male 

character experiences the female lead as misunderstanding a situation or making poor choices.  

 Women’s lived bodily experience is such that their bodies are regularly exploited, 

sexually, reproductively, or otherwise, and silenced, politically or otherwise. As mentioned, I 

take the body as the “material thing in the world” (de Beauvoir, 1956, p. 36) through which we 

live our lives (Berger & Quinney, 2005, p. 87). This is to say, the body is the physical thing that 

encases who we are. When speaking of a “Body Exploited/Silenced”, I refer to this physical 

thing. Being able to observe the female lead’s physical body being moved on-screen is why I 

choose to operationalize this sexual difference within this level. I operationalize this concept to 

mean moments when a male character takes verbal or physical control of the female lead’s body, 

either to exploit it or silence it, to achieve his mission.  

 

Table 4: Sexual Difference: Level 1 - Operationalization 
CODE SUBCODES CODING RULE 

Sexual Difference:  
Level One 

Lack 

Any time a male character engages with the female 
lead in a way where he believes her to be lacking in 
some capacity and takes action on this opinion of 
her either through verbal or visual means.  

Irrational 
When a male character experiences the female lead 
as misunderstanding a situation or making poor 
choices.  

Body Exploited/Silenced 
Moments when a male character takes verbal or 
physical control of the female lead’s body either to 
exploit it or silence it to achieve his mission.  

 

3.2.3 Operationalization of sexual difference level 2.  The subject positionings I 

operationalize for Sexual Difference Level 2 are: Empowerment and Politics of Resistance. Both 

Rogue One (2016) and Wonder Woman (2017) have been marketed and hotly debated as being 
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about women’s empowerment and resistance. That the descriptions and discussions surrounding 

these films happen to be sexually differentiated subject positions within Sexual Difference Level 

2 leads me to conclude that there exists a certain synchronicity to the research design, which I do 

not shy away from.  

Braidotti’s (1994) definition of empowerment is  “a positive affirmation (theoretical) and 

concrete enactment (social, juridical, political)” (p. 237), about activating “sociosymbolic 

changes” ( p. 4) in one’s condition. Empowerment is also defined as the awareness of structures 

of oppression and taking action to eradicate imbalances of power (Copelton, 2007, p. 5281). 

While empowerment does not always need to look like positivity, as Braidotti mentions, for the 

purposes of this study, the definition of empowerment I use is that it is the expression of desire, 

with the intention of solving problems, expanding realities, developing and taking political 

actions (Gavey, 2011, p. 720). I therefore operationalize empowerment as moments in the film 

when the female lead speaks out, either physically or verbally, with the intention of having her 

desires heard and taken on by others.  

Hollander & Einwohner (2004) define resistance as: “Reactive efforts to oppose, fight, 

and refuse to cooperate with or submit to [...] abusive behavior or control” (p. 534). Resistance, 

domination, and power are linked: when a group is dominated, there is resistance, which can lead 

to increased domination, leading to increased resistance, with power at the center of this dance 

(Faith, 1994). This struggle “over the leadership or the influence of leadership of a human 

group” (Riley, 2007, p. 3451) is known as politics. Braidotti (1994) combines “politics” and 

“resistance” to create the “politics of resistance”,  to mean an awareness of the multiplicitous 

power-structures that constitute a subject while at the same time seeking out active ways to resist 

the dominant, pressive groups (Braidotti, 1994, p. 35). I operationalize this concept as moments 

in the film when the female lead takes action, either physically or verbally, against the dominant 

group.  
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Table 5: Sexual Difference: Level 2 - Operationalization 
CODE SUBCODES CODING RULE 

Sexual Difference:  
Level Two 

Empowerment 
Moments in the film when the female lead speaks 
out, either physically or verbally, with the intention 
of having her desires heard and taken on by others.  

Politics of Resistance 
Moments in the film when the female lead speaks 
out, either physically or verbally, against the 
dominant group 

 
3.3 Trustworthiness. Within quantitative, positivist content analysis, validity and 

reliability are measurements of the quality of the research. As qualitative content analysis is an 

interpretive method, this kind of research quality must be measured by other means (Zhang & 

Wildemuth, 2009). As such, I look to the concept of credibility to account for the quality of this 

study (Bradley, 1993). Bradley (1993) states that credibility is the “adequate representation of 

the constructions of the social world under study” (p. 436). I bring credibility to the research in 

three ways, as suggested by Lincoln & Guba (1985) and Zhang & Wildemuth (2009): by 

employing deep observation of the data, being as transparent as possible in my research design 

and data collection process, and by being someone experienced and situated in the field of study.  

First, I bring credibility by using “persistent observation” (Zhang & Wildemuth, 2009, p. 

6). I have now seen each film under analysis, beginning to end, at least five times. This includes 

seeing the films when they first were released in 2016 and 2017, and the three full screenings I 

did during the data collection phase. As already mentioned, during the data collection phase, I 

performed two close viewings of each film, pausing every few seconds to capture the timecode, 

action, dialogue, reactions and levels of analysis in an organized data collection spreadsheet. The 

first viewing of the films took between 10-12 hours each and the second close viewing between 

6-8 hours. I did an additional quick viewing of each film to gather screenshots. I have also 

revisited important scenes and moments that needed reviewing during my analysis reporting 

process.  

The second way I bring credibility to the research is by being as transparent as possible in 

my research design, data collection, and reporting (Zhang & Wildemuth, 2009, p. 6). I have 

made a concerted effort to keep the data collection, analysis, and reporting firmly grounded in 

my theoretical framework and operationalization. The data collection spreadsheets I created, 
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which can be seen in Appendices 1 and 2, provided the structure to measure where variables 

were observed.  

The third way I bring credibility to the quality of the research is my situated knowledge 

of the entertainment industry. Having worked in film, television, and stage for the past twenty 

years, I have first-hand familiarity of the ins and outs of pre-production, physical production, and 

post-production. It is my hope that this knowledge and experience sets me up as someone who is 

a “competent member of the culture” (Neuendorf, 2002, p. 6).  

 

I have designed the above research to be able to account for representations of white, 

heterosexual, twenty-something women in modern-day Hollywood blockbuster films and to 

explore how this approach may or may not provide new relationships between these 

representations and the real-life women who are influenced by them. I argue that 

operationalizing Mulvey’s (1989) male gaze in combination with the sexually differentiated 

subject positionings within Braidotti’s (1994) levels of sexual difference provides the possibility 

of developing a more accurate picture of these representations and how they can be experienced. 

Additionally, this research design is an exploration in itself, to see how thinking in this 

rhizomatic, multiplicitous way provides new language and new ways of thinking about 

representations of women. With this in mind, I move now to my analysis.  
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CHAPTER 4: A RHIZOMATIC ANALYSIS 
I start with a brief synopsis of each film, followed by a conversation on the similarities 

and differences in the appearances of the two female leads, “Jyn” from Rogue One (2016) and 

“Diana” from Wonder Woman (2017). I include this to give familiarity with the characters and to 

ground discussion of their embodiment within what their bodies and faces actually look like.  

The male gaze and sexual difference level 1 are concerned with how men impact the 

subjectivity of women (Mulvey, 1989; Braidotti, 1994). As such, the below analysis shows the 

different ways the female leads are impacted by interacting with the male love interests, who, I 

argue, see Jyn and Diana as “my woman to protect”. This protection is shown by the many ways 

in which the male love interests silence and attempt to silence Jyn and Diana, verbally and 

physically. This “my woman to protect” mentality can also be seen in the moments when the 

male love interests are shocked to see how well the female leads can fight. I then show how the 

relational subject positionings provided to Jyn and Diana are that of embodied “dependence”, 

“doubt”, and “heterosexual coupledom”, these subject positionings pointing toward a feminized 

subjectivity. I then discuss how this firmly places Jyn and Diana at the center of the male gaze 

and sexual difference level 1. As such, Jyn and Diana are made and embody being 

representations of the category “Woman” (Braidotti, 1994, p. 162). 

 In the second part of my analysis, using sexual difference level 2 as my operationalized, 

relational subject positionings, I first look at Jyn and Diana’s general embodiment, that is to say, 

how they move through space. I argue Jyn displays a general embodiment of what I am calling 

“scrappy” while Diana’s general embodiment is that of “princess”. I next look at what I see as 

the driving force behind Jyn and Diana’s empowerment, that is to say, what they rely on to get to 

the next moment. I argue Jyn’s driving force is “hope”, while Diana’s driving force is “radical 

self-confidence”. I next look at the key bodily self-expressions that Jyn and Diana use to express 

their empowerment and resistance. I argue that Jyn’s key self-expression is using her voice and 

words while Diana’s key self-expression is using her bodily strength. I then discuss how these 

differences place Jyn and Diana smack in the middle of sexual difference level 2, as 

differentiated representations of real-life white, heterosexual, 20-something women.  
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Rogue One (2016) is the story of “Jyn” joining the Rebel Alliance so that her father’s 

vision of saving the galaxy from the Imperial Guard can become a reality. In the film Wonder 

Woman (2017), “Diana” leaves her home for the first time to find and kill Ares, the god of war, 

who she believes is the cause of World War I. Full synopsis of both films can be found in 

Appendices 1 and 2.  

Jyn and Diana are both Caucasian, in their 20’s, with brown hair. They have thin bodies 

and are pretty with big round eyes, small noses, and pouty lips, their bodies and faces fitting the 

heteronormative standard for what is considered attractive in modern-day America (Brown, 

2015, p. 5).  Both women have clear skin, with no acne or scarring, and perfectly straight, white 10

teeth. Both wear makeup that has the effect of seeming natural.  

 

Image 1: Jyn - Face and body 

 

 

 

 

10 As analysis of the shape of Jyn and Diana’s body is outside the scope of this research, I do not go into depth on 
this issue. However, I do think it important to point out, as Jyn and Diana are designed representations of white, 
heterosexual, twenty-something women who are shown being very physically strong in both films, neither Jyn nor 
Diana have large muscles. As women with large muscles are often seen as unappealing, unattractive, not feminine 
enough, and off-putting to straight men (Shilling & Bunsell, 2009), I argue the actresses that played Jyn and Diana 
trained in such as way to ensure that while fit, there was a softness to their looks (Forbes, Rade, & Adams-Curtis, 
2001). In comparison to female bodybuilders, whose muscles are regularly built up to bulging proportions, Jyn and 
Diana’s muscles are quite small. This heteronormative feminine shape presents a representation of woman that 
reifies the biological trope that category “Woman” is universally smaller and weaker than category “Man” (Shilling, 
2014; Jhally, 2010).  

46 



Image 2: Diana - Face and body 

 

 

Throughout Rogue One (2016), Jyn is shown as dirty, ragged, and sweating, her undereye 

circles and smudged eyeliner, regularly on display. With Diana, even in the heat of battle, she is 

flawless, skin clean, hair perfectly quiffed, her bodily appearance showing no signs of fighting. 

 

Image 3: Dirty Jyn, Clean Diana 

Jyn (01:58:04)              Diana (01:19:17) 

 

 

While Jyn’s body is covered the entire time, with only the skin of her neck, face, wrists, 

and hands ever being shown, the curves of Diana’s body, her breasts, hips and buttocks, are 
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regularly on display. The skin of her arms, her decollete, and her legs up to her upper thigh can 

be seen for much of the film. This can be seen in Images  1 and 2, above.  

During the research process, I assumed that because Jyn was allowed to be dirty with a 

body that was covered the entire time, that she would embody a different representation of being 

the object of the male gaze and the subjectivity positionings within sexual difference level 1. As 

the research shows, I was wrong on this account. With this in mind, I begin my analysis.  

4.1 The male gaze/sexual difference level 1. The male gaze and sexual difference level 

1 are concerned with how men impact the subjectivity of women and representations of women 

(Mulvey, 1989; Braidotti, 1994). As such, the below analysis shows the different ways the 

female leads are impacted by interacting with the male love interests. I argue that the male love 

interests interact with Jyn and Diana as “my woman to protect”. This protection is shown by the 

many ways in which the male love interests silence and attempt to silence Jyn and Diana, 

verbally and physically. This “my woman to protect” can also be seen in the moments when the 

male love interests are shocked to see how well the female leads can fight. I then discuss the kind 

of embodiment Jyn and Diana display when being at the effect of this type of relational subject 

positioning.  

4.1.1 My woman to protect. Throughout both the films, Jyn and Diana are pulled into 

alleys and maneuvered through urban spaces by the male love interest. The male love interests 

regularly position the female leads in space by having a hand on her back or arm, as can be seen 

in Image #4 below.  
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Image 4: Jyn and Diana moved around by the male love interests 

Jyn and Cassian (00:28:20)               Diana and Steve (00:47:06)  

 

 

Similarly, the male love interests regularly have dialogue to either keep her where she is 

or move her out of the way: “Come on.” (Rogue One, 2015, 00:28:23), “Stand back.”, (Wonder 

Woman, 2017, 00:53:13), “You can’t come.” (Wonder Woman, 2017, 01:31:18).  

The male love interests regularly speak to Jyn and Diana as if they are misunderstanding 

situations. This is shown below in the following dialogue from both films:  

 

Rogue One (2016) - Cassian to Jyn 

“Let’s go. We’re not here to make friends” (0:30:13). / “You wouldn’t understand” 

(1:10:52). / “You’re in shock and looking for some place to put it” (01:11:15). 

 

Wonder Woman (2017) - Steve to Diana 

“I appreciate your spirit but this war is a great big mess” (00:39:17). / “This is no man’s 

land, Diana. It means no man can cross it. [...]This is not something you can cross. It’s 

not possible” (01:13:46).  

 

The male love interests are also regularly shocked when they see the female lead 

displaying fighting skills or knowledge of some kind. This is shown below in a sequence that 
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happens in both films: the female lead and the male love interest are surrounded by three to four 

bad guys. A fight is about to ensue. The male love interest readies himself for the attack but is 

stopped when he sees the female lead is already in the throes of the battle and winning by a 

landslide. The male love interest shows a look of confusion on his face.  

 

Image 5: Jyn’s “Wow! She can fight?” moment 

Cassian watches Jyn (00:33:18)         Jyn beats up Stormtroopers (00:33:20) 

 

 

Image 6: Diana’s “Wow! She can fight moment?” 

Steve watches Diana (00:53:36)             Diana fights off the German spies (00:53:27) 
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I argue this moment of surprise comes out of the assumed lack of fighting skills these 

women have, even though the male love interests know both women are highly trained fighters. 

Indeed, in Rogue One (2016), when the male love interest watches a blind male monk fight a 

group of Stormtroopers, this seems to surprise him less then seeing the able-bodied Jyn fight 

well.  

4.1.2 Embodied dependence. In Image 4 above, the male love interests can be seen 

moving the female leads’ bodies through an urban setting. While above, I stated that the male 

love interests are moving the female leads, the female leads are allowing themselves to be 

moved. Indeed, whenever they are touched by the male love interest they show no signs of 

backing down or asking why he is touching her. They allow it to happen. Even though Jyn has 

lived by herself for years as a rebel against the Imperial Guard, she relies on the male love 

interest to help her maneuver through a city. Similarly, while Diana can throw a tank over her 

head, she relies on the male love interest to make sure she is walking the right way.  

4.1.3 Embodied doubt. Jyn and Diana both display moments of doubt when the male 

love interest is involved. One such moment for Jyn is when they are granted access into Scarif 

(01:21:34). She rushes over to hug Cassian in celebration but then stops herself and walks past 

him shyly. Jyn was not introduced to us as a shy person. For Diana, an example of a moment of 

doubt happens during a fight scene between the Amazons and the German army. While the male 

love interest rushes into the battle, he tells Diana to “Stay put.” (Wonder Woman, 2017, 

00:20:43), hidden behind a rock. She does but then displays several moments of debating 

whether she should fight or not when her whole life, since she was a child, she has been trained 

to and been wanting to fight.  

4.1.4 Embodied coupledom. Additionally, Jyn and Diana embody heterosexual 

coupledom. This is clearly shown when both Jyn and Diana get to have a “date night” moment 

with the male love interest. Both moments happen after a big battle sequence.  
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Image 7: The “date night” moment  

Jyn and Cassian (2:00:10)         Diana and Steve (01:25:51) 

 

 

I would like to point out a couple of story points that are happening within these images. 

To the right, Diana can be seen dancing with the male love interest. This is just after she has 

beaten an entire village of German soldiers. For Jyn, on the left, while it looks like he has his arm 

around her, protecting her and being “her man”, she is actually holding him up as he is injured. 

As shown above, after a huge individual accomplishment, the women have a celebratory, 

romantic moment of heterosexual coupledom.  

4.1.5 The sameness of Jyn and Diana. Within the male gaze and sexual difference level 

1, women and representations of women are given their subjectivity in relation to men. Within 

the male gaze and sexual difference level 1, women are at the impact of the gender hierarchy, 

wherein the masculine is privileged over the feminine (Mulvey, 1989; Braidotti, 1994). With the 

male gaze, representations of women are made passive and coded for femininity (Mulvey, 1989, 

p.19). Within both theories, women are seen and interacted with as part of the category 

“Woman” (Braidotti, 1994, p. 162), that is to say, they are engaged with as a feminine object, not 

a real-life woman. This accounts for the similarities between how Jyn and Diana embody being 

the object of the male gaze and being in relational subjectivity as described within sexual 

difference level 1. 

I argue, being seen as lacking, irrational, and with a body that is silenced, the realm of 

sexual difference level 1, pushes Jyn and Diana into being passive and coded for femininity, the 
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realm of the male gaze, as shown above. When Jyn and Diana embody being the object of the 

male gaze and having a subjectivity in relation to men, they do so in the same way, by being 

dependent, doubtful, and heterosexually feminine, that is to say, part of a couple.  

If I were to complete my analysis here, relying solely on the male gaze and sexual 

difference level 1, I would be left with two representations of white, heterosexual, 

twenty-something women who are dependent, doubtful, and feminine. I argue that this is not 

what these films are about and as such, perform the second phase of my analysis, examining Jyn 

and Diana as subject positionings within sexual difference level 2. 

4.2 Sexual difference level 2. As sexual difference level 2 is about the differences 

between women, this level of analysis focuses on the different ways Jyn and Diana embody and 

express empowerment and resistance. While Jyn and Diana are in different films, this level of 

analysis is relational as Jyn can only be described a particular way in relation to how Diana is 

and vice versa. With this in mind, below I look at how Jyn and Diana embody and express 

empowerment and resistance by looking at their general embodiment, the driving force of their 

empowerment, and the key ways they express their empowerment and resistance.  

4.2.1 Scrappy in relation to Princess. I am calling Jyn’s general embodiment “scrappy”. 

As mentioned above Jyn’s appearance is regularly rugged, dirty, and sweaty. She regularly has a 

serious look on her face and a furrowed brow. When her body gets beaten up, it is shown through 

limping. Her bodily movements are terse, quick, fast. I argue that her entire bodily energy is 

downward, toward the earth.  

This is in contrast to Diana’s general embodiment, which I am calling “princess”. As a 

reminder, Diana’s appearance is clean, fresh, her hair is almost never out of place, even when she 

is fighting. Her face, even when her brow is furrowing, remains calm. Diana’s movements are 

fluid and strong. I argue that Diana’s entire bodily energy is that of moving forward.  

4.2.2 Hope in relation to radical self-confidence. I see Jyn’s driving force, meaning the 

thing she relies on to keep her going, as “hope”. Through the film Jyn has the following 

dialogue:  
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“We need to capture the Death Star plans now if there’s any hope left of destroying it” 

(01:18:06). /  “Rebellions are based on hope” (01:18:21) . /  “One fighter with a sharp 

stick and nothing left to lose can take the day. They have no idea we’re coming. They 

have no reason to expect us. If we can make it to the ground, we’ll take the next chance. 

And the next. On and on until we win... or the chances are spent” (01:26:33). 

 

While Jyn does exude a certain self confidence, it is her belief and hope that keeps her motivated 

to keep up the fight. Jyn rarely uses the phrase “I” in relation to the success of the mission and 

what she can or cannot do to make the mission happen.  

This is in contrast to Diana whose “radical self-confidence” is her driving force. Diana 

believes she can do anything. This is not without good reason, she is a god who can lift a tank 

over her head and throw it. Diana’s self-confidence comes across in the following dialogue:  

 

“I'm the men who can” (00:39:17). / “I can help them” (01:11:49). / “No, but it's what I'm 

going to do” (01:13:15). / “Stay here, I'll go ahead” (01:17:00) / “I could get in” 

(01:31:08). / “Whatever it is I can do it, let me do it” (2:03:15).  

 

Diana sees no barriers whatsoever to what she can accomplish, how she can help people, or the 

impact she can make in the world.  

4.2.3 Voice in relation to physical strength. Throughout the film, Jyn uses her “voice”, 

that is to say self-expression through language, as the key way she expresses embodiment and 

resistance. This is not to say that Jyn does not use her body, indeed she does physically fight 

against the Imperial Guard throughout the film. However, in relation to Diana, Jyn’s 

empowerment and resistance is embodied through her voice. Throughout the film Jyn delivers 

several short speeches. Below is a brief description of each short speech.   11

 

11 For the purposes of this research, a short speech is any time the female lead has more than two consecutive 
sentences. Dialogue is films is typically one line at a time, intended to keep the flow of the scene going. When 
characters speak for longer than one line, it does regularly occur as if they are giving a speech.  
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- Speaking to the rebel alliance, she explains she hasn’t seen Saw in years 

(00:16:05).  

- She is reunited with Saw, asking why he abandoned her (00:15:49)  

- Explaining to the Rebel team her father’s plans to destroy the Death Star 

(00:54:41). 

- Convincing the Rebel Counsel to go to Scarif (01:16:30).  

- Inspiring the Rebel team to fight on Scarif (01:26:33).  

 

For Jyn, the result of using her voice is that she inspires people to act. Diana, on the other hand, 

inspires people to act by showing them her physical strength. For Diana, I offer one crucial 

example of this.  

The scene I am speaking of is what I am calling the “No Man’s Land” scene (01:12:22). 

In this scene, Diana and her team are heading towards the war front. They pass by what is 

referred to in the film as “no man’s land” (Wonder Woman, 2017), a barren area of land between 

the English soldiers and German soldiers. In this scene, Diana is told by a refugee in the English 

barracks that innocent women and children are dying on the German side. I include the dialogue 

of this scene to set up my contrasting argument.  12

 

DIANA: These animals, why are they hurting them? 

CHARLIE: Because they need to move quick.  

DIANA: But this is not the way. I could help them. 

CHARLIE: There’s no time, come on woman.  

DIANA: That man, he’s wounded. (She walks towards the wounded man.) 

SAMIR: There is nothing you can do about it Diana. We must keep moving.  

DIANA: What is this? 

STEVE: You wanted me to take you to the war? This is it. 

DIANA: So where are the Germans?  

CHARLIE: A couple hundred yards across the field.  

12 In this scene, Charlie and Samir are side characters. Steve is the male love interest.  
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[...] 

FEMALE BELGIAN REFUGEE: (grabs Diana’s hand) Help. Please help. They’ve taken 

everything. Homes, food [...] slaves.  

DIANA: Where did this happen? 

FEMALE BELGIAN REFUGEE: On the other side of no man’s land.  

STEVE: Diana, we have to go. 

DIANA: We need to help these people.  

STEVE: We have to stay on mission.  

[...] 

DIANA: We cannot leave without helping them. These people are dying. They’ve 

nothing to eat and the village is enslaved she said. Women, children… 

STEVE: If we don’t make the exposition by sundown… 

DIANA: How can you say that?  

STEVE: This is no man’s land, Diana. It means no man can cross it, all right? This 

battalion has been here for nearly a year and they barely gained an inch. Because on the 

other side are a bunch of Germans pointing machine guns at every square inch of this 

place. This is not something you can cross. It’s not possible.  

DIANA: So what, we do nothing? 

STEVE: No, we are doing something. We are. We can’t save everyone in this war. This 

is not what we came here to do.  

DIANA: No, but it’s what I’m going to do.  

 

After this final line of dialogue, Diana puts her tiara on her head, takes off her cloak to reveal her 

super suit, climbs the ladder out of the barracks, and single-handedly makes her way across no 

man’s land, blocking German bullets and missiles in her path. Once the men in her team, and the 

English army, see what she is capable of, they join in and cross no man’s land with her.  

 

 

 

56 



 

 

 

Image 8: Diana walking across no man’s land 

(01:14:39)          (01:14:49)          (01:15:42) 

 

 

The men would not listen to Diana but as soon as they saw her physical strength, they were 

inspired to take action.  

4.2.4 The difference of Jyn and Diana. With sexual difference level 2, Braidotti (1994) 

makes a call to end placing women in the catch-all category “Woman” (p. 162). As such, 

Braidotti differentiates between “Woman” and “real-life woman”, that is to say, real-life women 

are “different kinds of women, different levels of experience and different identities” (p. 162). 

Shifting this over to the representations of white, heterosexual, twenty-something women I have 

analysed above, I focused on their differences, an attempt to be able to speak about them as 

differentiated representations of real-life white, heterosexual, twenty-something women.  By 

focusing on their relational differences to one another, I have attempted to show that like real-life 

women, representations are just as situated and differentiated.  

 

In the above analysis, I first showed how Jyn and Diana embody being the objects of the 

male gaze and the relational subject positionings within sexual difference level 1 in identical 

ways. I argue these identical embodiments of dependence, doubt, and heterosexual coupledom 
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cause Jyn and Diana to be representations of the embodied category of “Woman” (Braidotti, 

1994, 162).  

Within the analysis level of sexual difference level 2, I focused on the different ways in 

which Jyn and Diana embody empowerment and resistance. The analysis showed that Jyn 

embodies empowerment and resistance through being a scrappy hopeful woman who uses her 

voice to inspire while Diana embodies empowerment and resistance by being a princess with 

radical self-confidence who uses her physical strength to inspire others. In this way, I am able to 

speak about Jyn and Diana as two different representations of white, heterosexual, 

twenty-something women. In essence, situating Jyn and Diana as representations of 

differentiated real-life women.  

The question then becomes: what are the broader implications of the findings of this 

content analysis and how does using a rhizomatic approach to research design impact the 

possible ways in which we can think and talk about representations of women? This I discuss 

next.  
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CHAPTER 5: DISCUSSION 
As this research was designed to answer two questions, my discussion is laid out as 

follows: 1) I first discuss what it might mean that these two representations of white, 

heterosexual, twenty-something women are in the media in such a large way and how it might 

relate to feminist nomadic thought, and 2) I discuss new ways of thinking and speaking about 

representations of women, borne from designing and performing this research, what I am calling 

“becoming-spectator”.  

5.1 Feminist nomadic thinking in the air. While the debate of whether representations 

influence or mirror society carries on, it has been shown time and time again that what is going 

on in the media and what is going on in society often mirror one another (Chaplin, 2007). Life 

imitates art and vice versa.  

As I show, within the male gaze/sexual difference level 1, Jyn and Diana are only able to 

embody the category “Woman” (Braidotti, 1994, p. 163). That is to say, they are only able to 

behave in the gendered ways a woman is supposed to behave: relying on men, uncertain and shy, 

accepting his word as the truth, and making him the focal point of her life. This is embodied 

femininity within the phallogocentric system (Brown, 2015; Braidotti, 1994) and as such, 

feminine subjectivity is restricted to the gender hierarchy, privileging the masculine over the 

feminine.  

However, analysis through the lens of sexual difference level 2 provides differentiated 

subject positionings for Jyn and Diana. That is to say, they have individualized self-expressions. 

They do things differently from one another. They become situated.  

I argue, Jyn and Diana float between the subjective positionings offered to them within 

these relational experiences, creating a representation of a feminine subjectivity that is 

rhizomatic. Their subjectivity is fluid and relational. Indeed, Braidotti (1994) refers to her 

“feminist nomadic thinking” (p. 158) as “rhizomatic” (p. 144). My question then becomes: are 

rhizomes on the rise? Is feminist nomadic thinking in the air of our social world? Are women 

experiencing themselves at the center of phallogocentrism while at the same time works towards 

exit points from this system? I suggest this as an area for future research.  
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As I hope is it has come across in this research, I do believe that representations are 

important. And, at the same time, the designing and performing of this research has lead to 

thinking of representations in a new way.  

5.2 Is there Wonder Woman, really? “Images are exposed as constituting reality” 

(Brown, 2015). There is a common belief that when we see an image of a woman on-screen, we 

are then supposed to be, act, and look like that woman. I argue, in this way, we, as spectators 

create representations of women as real. That is to say, real in their influence, as if we, as 

spectators, have no say in the matter.  

The question becomes social construction. While the conversation of social construction 

of representations consistently shows up in academia and pop articles, there seems to be a great 

missing in the conversation that the influence these representations have are socially constructed 

as well (Brown, 2015; Hall, 2016). This is to say, the relationship between representations of 

women and real-life women is not real. They are made up. The influence these influences are 

meant to have are just as made up as Jyn’s storyline or Diana’s super suit.  

Relating to representations as real, I argue, causes real-life women to turn themselves into 

the category “Woman” (Braidotti, 1994, p. 163). Trying to imitate women on-screen is therefore 

a process of turning one’s self into a representation as well. A not-real thing, an object if you 

will. In “becoming an object [...] one loses their subjectivity” (Brown, 2015, p. 54).  

This research is therefore a call to enter Braidotti’s (1994) “Sexual Difference Level 3” 

(p. 165), designed using Deleuzian, rhizomatic “flows of energy” (Braidotti, 1994, p. 165) and 

allowing for a “split and contradictory” (Haraway, 1988, p. 586) self. Bringing in the idea of the 

rhizome, and the idea of “becoming” (Deleuze, 1988, p. 237), I see there could be space within 

this conversation for what I am calling “becoming spectator”. This becoming would be first to 

take a “critical distance” (Braidotti, 1994, p. 163) to representations of women and second, to  

provide the language with how to describe the experience. Becoming spectator would therefore 

be about looking at the space between self as spectator and the representation being watched. 

This space between would be where to look. Not back at the self, questioning, “How do I 

become that representation?” We don’t. We don’t become the representations. We create an 

awareness, in the moment, of becoming a spectator in relationship to something that wants to 
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take hold and tell us who we are and what we should be. I argue this could be a possible avenue 

out of the victim narrative between representations of women and the real-life women influenced 

by them. The idea of becoming spectator is a pause, to think, to observe, to choose. 

5.3 Limitations. I discuss three limitations to the research, first I re-visit the 

“representation matters” conversation, next engage in additional discussion of the lack of 

intersectionality, and finally address issues of the research design.  

As I mentioned I am a strong stance for diversity and I do believe representation matters. 

As such, my focus on representations of women as a negative could be seen as limiting. Indeed 

there are many wonderful representations of women of all ages, races, nationalities, etc. My 

intention with this research is not to negate what the wonderful women and men in Hollywood 

and around the world are doing to create representations that real-life women relate to.  

While I placed the representations I used as my data with their race, sexuality, and age, 

this still does not fully account for the lack of intersectionality in the research. While I used 

theories from women, de Beauvoir (1949/1979), Mulvey, (1989), Irigaray (1985), and Braidotti 

(1994), these are all white, educated women whose theories themselves have been critiqued for 

lacking intersectionality. The research design did not take this into account. Additionally, it was 

not until quite late into the research that I realized I was writing for a white audience. In this 

way, a white audience was assumed as the audience for this research. As such, I make a call to 

continue to etch intersectionality into research designs or even better, design intersectional 

research.  

The research design itself leaves room for interpretation. As this is both content analysis, 

which is interpretive itself (Hsieh & Shannon, 2005), and I am using a newly developed film 

analysis tool, I do see that this leaves room for many questions. I have addressed this issue by 

being rigorous in containing myself within the confines of the research design and being 

transparent in my work.  

5.4 Conclusion. In this research, I developed a rhizomatic methodology bridging feminist 

film theory, borne from psychoanalysis, with feminist nomadic thinking and Braidotti’s (1994) 

levels of sexual difference, borne from philosophy, to explore modern-day representations of 

women in films, in order to explore new avenues of thinking and speaking about representations 
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of women. This research was performed based on two points of interest: 1) the victim narrative 

between representations of women and the real-life women influenced by those representations, 

and 2) that research shows that feminist film theory is not an adequate analysis tool for the 

accounting of modern-day representations of women in films. This lead to me the question: How 

can we find a way out of the victim narrative of representations if we do not have the tools to say 

what those representations actually are?  

As such, I chose two highly influential representations of women in films released in the 

past three years, Jyn from Rogue One (2016) and Diana from Wonder Woman (2017). These 

films were chosen are they are listed in the top box office grossing films of the current decade. I 

addressed intersectionality issues at the top of my research, clarifying that while the research is 

committed to having impacts on all forms of representations of women, this research specifically 

looks at representations of white, heteronormative, twenty-something women.  

I argue in this research, if I were to use only feminist film theory to analyse these two 

films, it would leave me with representations of women who have little agency. I argue that this 

is not what these films are about. While I am clear that the women in the films are objects of the 

“male gaze” (Mulvey, 1989, p. 19), I assert there is much more to who these women are a 

representation.  

I acknowledged that this research design is complicated. Thinking rhizomatically takes 

effort and as such I have leaned into the difficulty. My aim is not to find a simple solution but to 

create a complex research design in order to find a complex solution. With this, I claimed that 

complexity is the new the new simple.  

With complex, rhizomatic thinking flowing through the research, I aimed to answer two 

sets of research questions 1) How do these representations of white, heterosexual, 

twenty-something women embody being the object of the male gaze as well as the different 

subject positionings available within levels of sexual difference and 2) How does this research 

design and performing content analysis in this way impact possible ways to think about and 

speak about the influence of representations? 

The methodology involved took a deductive approach to qualitative content analysis, 

finding codings and themes within Mulvey’s (1989) male gaze and Braidotti’s (1994) levels of 
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sexual difference. What this content analysis showed was that within the analysis of the male 

gaze/sexual difference level 1, these two representations of white, heterosexual, 

twenty-something women embodied the category “Woman”, and as such their embodiments in 

relation to the male characters were identical. Using the analytic lens of sexual difference level 2, 

the female leads are seen as two different, situated, and located representations of white, 

heterosexual, twenty-something women, as is shown in the different ways that they embody 

empowerment and resistance.  

To broaden the implications of these findings., I entered a query into whether or not 

feminist nomadic thinking was on the rise and also provided a possible way out of the victim 

narrative by taking on a subject position called “becoming spectator”.  

In closing, I reflect on my experience of designing and performing this research. As 

mentioned, I am a performer myself who regularly represents women onstage. I am also a 

real-life woman influenced by representations of women in films and other media. Through this 

research, I was able to see in my own life how I had made representations real and true. Through 

the process of doing this research, I have been able to begin to situate the representations of 

women I have encountered in this research. This is to say, a freeing thought that has never 

entered my mind, entered my mind: “I don’t have to be like her.” In the end, for all my calling 

for complexity, it is a simple thought that gives me a new entry point into my own situated, 

real-life subjectivity. It is my hope that this research becomes available to every and any woman 

who might find interest in it and find her own new entry point into her own real-life subjectivity. 

This is the aim of this research.  
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APPENDIX 1 
ROGUE ONE  

RELEVANT SYNOPSIS POINTS 
 

Logline: A young, female outlaw leads a team of resistance fighters on a mission to steal the 

design plans that will aid in destroying the ultimate weapon in the galaxy, the Death Star.  

Time: A long time ago.  

Location: A far-away galaxy.  

 

As a child of about six or seven, JYN watches her mother be killed and her father 

(GALEN) taken by ORSON, a general in the IMPERIAL REGIME. She is raised as a soldier 

until age 16 by SAW, her parents’ friends and leader of an extremist group of rebels against the 

Regime. She lives on her own, as an outlaw until age 21, when she is arrested by the Regime. 

She is saved from imprisonment by the REBEL ALLIANCE who enlists her help on a mission to 

find her father, who has been working for the Regime since he was taken, building a planet 

destroyer known as THE DEATH STAR. Galen has sent a message to Saw stating how to 

destroy the Death Star. The Rebel Alliance needs Jyn to make the introduction to Saw. 

CASSIAN, K2 and Jyn head to the city of JEHDA, where Saw is located. In Jehda, they meet 

Bodhi, Chirrut, and Base, who become part of the team. Jyn meets with Saw and sees the 

message her father sent on how to destroy the Death Star just before the entire city of Jehda is 

destroyed. The team then makes their way to EADU where Galen is. Cassian has been instructed 

to kill Galen but doesn’t. After Orson confronts Galen about sending the message to Saw, the 

Rebel Alliance attacks Eadu, killing Galen in the process. Jyn is able to spend a few moments 

with her father before he passes away. Jyn confronts Cassian on his mission to assassinate Galen. 

Back at Rebel Alliance headquarters, Jyn tries to convince the Rebel council to send a fleet to 

SCARIF, where the design plans for the Death Star are housed, and will tell them where the flaw 

in the Death Star is located. The council denies her request. Jyn and Cassian then lead a small 

band of rebels to Scarif to get the plans. After much fighting against the Regime, wherein K2, 

Bohdi, Chirrut, and Base die, Jyn transmits the design plans to Rebel Alliance ships, who joined 
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the cause. As Cassian kills Orson, Governor Tarkin, of the Imperial Guard, orders the Death Star 

to fire on Scarif. Everyone, including Jyn and Cassian, die.  

 
TABLE 7: ROGUE ONE - KEY PEOPLE, TERMS, LOCATIONS 

KEY PEOPLE KEY TERMS KEY LOCATIONS 

Jyn: Female, lead Imperial Regime: Oppressive ruling institution Jehda: Where Saw is located 

Cassian: Male, love interest Rebel Alliance: Against the Imperial Regime Eadu: Where Galen is located 

Galen: Male, Jyn’s Father The Death Star: Ultimate Imperial weapon Scarif: The location of the design plans 

Saw: Male, Rebel Extremist Design Plans: Needed to destroy the Death Star  

Orson: Male, Antagonist   

K2: Masculine droid   
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APPENDIX 2 
WONDER WOMAN 

RELEVANT SYNOPSIS POINTS 
 

Logline: A princess with superhuman abilities leaves her hidden island to end World War I.  

Time: 1918 

Location: A hidden, fictional island in the Atlantic Ocean, the cities of Paris and London, and 

the area in and around a fictional village in Belgium.  

 

In present day Paris, DIANA works at the Louvre museum. She is given a very old, 

sepia-toned photo of what looks like herself, flanked by two men on each side. Flashback to 

Diana growing up on THEMYSCIRA, a hidden island inhabited only by AMAZONS, women 

warriors. Diana learns to fight. By the time she is an adult, somewhere in her late 20’s-early 30’s, 

she is a superior warrior. When American spy STEVE crash lands on the island, Diana takes the 

GODKILLER, a name of a sword, a shield, and a supersuit. She goes to Europe with Steve, 

believing she can end World War I by killing the god ARES, who she believes is the cause of the 

war. In London, Steve takes Diana shopping to find appropriate clothing to walk around town 

and to cover up her superhero suit. In an alley, Steve and Diana are attacked by German spies 

looking for Dr. Poison’s notebook of deadly gas formulas that Steve stole. Diana beats the men 

up and she and Steve escape unharmed. Steve delivers Dr. Poison’s notebook to his supervisors, 

which includes PATRICK, a leader in the British army. Steve requests a fleet to attack the 

factory in Belgium where the gas is being made. He is denied the request. Steve and Diana 

decide to go anyway, recruiting Samir, Charlie, and Chief as part of their team, getting money 

from Patrick to fund the expedition. In Belgium, along the war front, Diana leads the charge in 

crossing NO MAN’S LAND, allowing the British army to take over the German army. Diana 

and the team beat back the Germans in a small village, spending the evening celebrating with the 

villagers. Later this evening, Diana and Steve have sex. The next day, Steve and Diana sneak 

into LUDENDORF’S (Dr. Poison’s employer) party. Diana attempts to kill Ludendorf with the 

Godkiller but Steve stops her. Ludendorf bombs the small village with fatal gas, killing all the 

villagers. Diana is angry with Steve for stopping her from killing Ludendorf and now believes 

Steve is under Ares’ spell as well. She finds Ludendorf at the gas factory, believing him to be 
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Ares, and fighting him to the death. But the war does not stop. Confused, she refuses to help 

Steve anymore on the mission, believing that nothing will help mankind or stop the war. Steve 

joins the rest of the team to try and stop a plane loaded with deadly gas headed for London. 

Diana is then joined by Patrick, who reveals that he is in fact Ares and that Diana herself is in 

fact the Godkiller, a god created by Zeus to kill Ares. Diana and Ares battle. Steve sacrifices 

himself by flying the gas-loaded plane in the air and blowing it up. When Diana sees Steve’s 

plane blow up, she begins to attack the Germans in a fury but then remembers the brief 

conversation she had with Steve before he got on the plane where he told her he loves her. This 

renews her faith in humankind. She battles Ares, killing him. The war stops. Flashforward to 

modern-day Paris, Diana in Louvre. She places the sepia-toned photo in her drawer, which is 

now an obvious photo of her, flanked by Steve, Samir, Charlie and Chief. Later that day, Diana , 

in her supersuit, jumps off the roof of the Louvre, continuing to be the superhero the world 

needs.  

 
TABLE 8: WONDER WOMAN - KEY PEOPLE. TERMS, LOCATIONS 

KEY PEOPLE KEY TERMS KEY LOCATIONS 

Diana: Female, lead Amazons: A race of warrior women Themyscira: Diana’s home, an island 

Steve: Male, love interest Godkiller: Initially believed to be name 
of a sword but is in reality Diana herself, 
a god created by Zeus to kill Ares  

No Man’s Land: A desolate stretch of 
land between the British and German 
armies.  

Ludendorf: Male, German general   

Patrick/Ares: Male, A god   

Zeus: A god, creator of the 
Amazons and Diana 
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APPENDIX 3 
ROGUE ONE 

SAMPLE DATA COLLECTION SHEETS 
GENERAL 

 
TC ACTION APPEARANCE REACTION TO 

THE ACTION IN RELATION TO MEN WHAT SHE 
SAYS 

WHAT IS SAID  
ABOUT HER 

0:01:15 Jyn is running from an 
aircraft in the sky. She 
breathes heavy as she runs. 
THE FIRST TIME WE 
SEE ANY PART OF her 
body it is her running legs. 
in pants. 

She is about 6 years old, 
white, brown hair braids on 
both sides, she wears khacki 
pants, a long sleeved dark 
green jacket, and carries a 
back pack. She has some dirt 
on her face and she is 
sweating. 

She is scared It is hard to say in this first scene if she 
knows for certain their are men on the 
ship but once she sees that they are men 
and they kill her mother, her life has been 
impacted by the power of men - her 
mother seen as easily dispensable while 
her father's life is saved 

  

0:01:26 Jyn enters her home, she 
calls her mother's name, 
her mother says " we 
know" (knowing that Jyn 
was going to tell them she 
saw a spaceship), her 
father tells her to pack and 
she does. She runs around 
the home, putting toys and 
other items in her 
backpack. 

 She does not question 
what her father tells 
her to do, it is almost 
as if she has been 
prepared for this 
moment. 

   

0:01:52 Jyn looks and listens as 
her mother talks to Saw  This is hard to say - I 

want to say "she looks 
both determined and 
scared" - what is 
asbent is debiltating 
fear - while she is 
scared, she moves and 
does what needs to be 
done 

   

0:02:13 Jyn listens to her father tell 
her everything he has done 
was to protect her. He tells 
her to say she 
understands.He kisses her 
cheeck and hugs her. They 
tell each other they love 
one another 

 She is not crying. 
Whether she actually 
understands or not is 
to be seen but she 
seems to understand 
that she is supposed to 
understand and not 
question it. She does 
not question what is 
happening or act 
confused about it. 

She is his daughter and she wants to do 
what he says. She follows his orders and 
does not question him. She is also a child 
at this point so agency is a bit of a 
question 

  

0:02:56 Jyn runs with her mother 
behind a hill. Her mother 
gives her necklace and 
asks her if she knows 
where to go. Jyn nods. Her 
mother tells her to trust the 
force. 

 She listens quietly. 
She knows this is 
serious 

   

0:03:31 Jyn runs away through the 
hills. Stops. Turns around. 
She runs back towards her 
parents. 

 She is not crying. 
Once she decides to 
run back, she does. No 
hesitation. 

   

00:05;03 Jyn hides, crouched in the 
grass watching her parents 
talk to the guy from the 
empire. Her mother gets 
shot. 

 Jyn gasps quietlt but 
does not cry or scream 

In that moment, the man that shoots her 
mother becomes her enemy. Do men like 
him become her enemy? Men of power? 
Again, her mother was killed while her 
father was saved so he is more important 
and the she is not as much 
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0:06:10 Jyn runs away from the 
empirial guards through 
the dark hills. She runs 
into a cave. Lifts up a rock 
from the ground that 
reveals a hole - and crawls 
inside.She peeks out the 
eye hole of the hutch as 
emperial guards search teh 
cave. She crawls down the 
ladder into the bunker. It 
storms. She tries to get her 
light to work. It is burning 
out. She hears someone 
outside the bunker. Saw 
opens the door and tells 
her to come with him. She 
quietly stares up at him. 

 She appears sad - 
holds her feet to her 
chest in a ball. When 
Saw opens the door, 
she does not have a 
visible reaction. 

She knows that Saw is her parent's friend. 
We saw his face on the screen earlier 
when her mother was talking to him. In 
this moment he is her savior. ?? 

  

0:08:00 Jyn is an adult. She is 
sleeping in a cell. She 
wakes, grabs a towel to 
blot the sweat from her 
face. She looks at her cell 
mate. She looks out the 
cell door. 

She appears to be late 
teens/early 20s. Brown hair 
pulled back in a low bun 
with long bangs on either 
side of her face. She is 
sweaty. She wears a grey 
loose fitting long sleeve tunic 
tucked into darker grey 
pants. She is thin (how do 
you say this??) She has pouty 
lips, a small straight nose, 
she does have what are 
commonly referred to as 
laugh lines around her mouth 
and she also has lines on her 
neck - so even though is 
quite young she has skin 
markers of someone who is 
older 

She appears to be tired 
and over it. There is 
anger in her face. She 
clenches her jaw. 

   

0:12:30 She is seated the back of a 
truck, handcuffed and 
chained to the truck. She is 
being brought to an 
Imperial Labor Camp 

Same outfit as before but 
now she has matching olive 
green/brown vest - that has 
pockets and shit. She has 
dark circles under her eyes, 
her hair is greasy, her face 
worn, green eyes - her face is 
not dirty, as in covered in 
dirt, but it's not clean - we 
have not seen her teeth up to 
this point - additionally it 
should be noted, she doesn't 
look unhealthy, while she is 
thin, she does not look 
emaciated - I would imagine 
the character description is 
something like - she older 
than she is - she has 
fingerless gloves on as well 

calm, steeled exterior They lock her up and control her body. 
She is not sexualized in any way. Even 
when she is looking at the man, another 
prisoner, across from her, she is not 
sexualized. If anything, they are are 
trying to communicate to each other how 
fucked the situation is 

  

13:03 The truck stops. The 
stormtroopers are 
confused. The truck door 
is blasted open. 

 It appears as if she 
gets an idea or sees 
this a possible 
opportunity?? 

   

0:13:15 A man takes her out of her 
handcuffs, he says he will 
get her out of here, she 
nods, the man gets 
distracted for a second, she 
kicks him in the stomach, 
grabs a shovel and fights 
her way out of the truck 
past 3 men. Right as she 
exits the truck, she is 
grabbed by her shirt and 
thrown on the ground by a 
tall, black robot who 
informs her that she is 
being rescued, 

 She does not hesitate 
in her movements. She 
occurs as confident in 
her fighting skills - 
this is clearly not the 
first time she has been 
in physical fight or 
had to hit someone or 
use something to hit 
someone. She does not 
occur as scared or 
timid or like she 
enjoys it - she is doing 
what needs to be done.  

Another man, the man who releases her, 
she does not trust him at all even though 
he does not occur as threatening - she 
sees him as a threat - to get out of the 
truck, she fights past another 3 men - she 
then is grabbed by a masculine robot - 
her body is still being controlled by men 
even though she has the ability to fight 
against them 

  

71 



APPENDIX 4 
ROGUE ONE 

SAMPLE DATA COLLECTION SHEETS 
THE MALE GAZE AND LEVELS OF SEXUAL DIFFERENCE 

 
TC SCENE 

DESCRIPTION MG WHY SD1 WHY SD2 WHY SD3 WHY 
0:01:15 Orson, a general in the 

Imperial guard, gets 
Jyn's father, Galen, to 
help them build the 
death star. Jyn sees 
Orson kill her mother 
Lyra. Jyn runs off into a 
predetermined cave 
where Saw, a friend of 
her parents finds her. 

    x At the age of 6 she is already SD2 - her 
father does not treat her as the other, yes 
he wants to protect her but he also 
knows she is capable even at this young 
age. At this young age she is embodied - 
as in she relies on her body, she trusts 
her body, and she is empowered - she 
runs to tell her parents people are 
coming - she does not hide from this, 
she is part of the team and part of the 
plan, not somehow outside of it - now I 
am not saying that at this age Jyn is a 
woman - she is female however and at 
this young age is able to run swiftly - we 
see this and when we see her as adult, it 
is not kicked out of her in say a film like 
"is there one? that I can think of?" - Not 
even Tomboy but confidently embodied 
female child to disembodied woman??? 
"Jyn, get your things, it's time." He does 
not say "now honey, remember what we 
talked about?" He does not sugar coat - 
her father has faith in her and there you 
fucking have it - als Lyra says "he's 
come for us." so this family has always 
had one enemy - and this has been most 
of her life - "he", this one man is the 
enemy - even as a child she is not 
exploited or silenced (?) - she is an 
active child - not passive - he does say 
that "whatever I do, I do to protect you" 
- she stays in the cave ny herself - she is 
not seen crying or freaking out. She is 
empowered???? - I would dare say even 
at this point she is a representation of 
the politics of location - ANOTHER 
EXAMPLE OF HER TRAINING - is 
after her mother gets shot, she doesn't 
scream out or run to her mother, she also 
knows not to get up and run, she stays 
crouched down in the grass, like an 
military crawl across the ground 

  

0:08:00 We then see Jyn as an 
adult - around 21 years 
of age - in a prison - a 
stormtrooper walks past 
her cell, screams are 
heard 

  x but not sexualized - she 
and her body are silenced 
as she is in a prison - there 
is nothing she can do but 
be at the effect of it - this 
is also a weakness of the 
male gaze - it simply 
doesn't apply - yes, power, 
- being confined - but not 
sexualized - which is why 
this fist well with SD1 - 
but as far as MG is 
concerned she is displayed 
as passive, not by choice, 
she is pacified, as ayoung 
girl she was active, 
involved in the plan - the 
first time wee her the 
active little girl is locked 
up, a sense of 
hopelessness. 
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0:12:30 Jyn is being brought to a 
labor camp for the 
Imperial Guard. The 
vehicle she is in is 
attacked. She fights her 
way out of the vehicle, 
only to be taken by 
Rebels. This is the first 
time we see her mad 
fighting skills. 

  x irrational ("you are being 
rescued, please do no 
resist."); silenced - her 
body is stopped and 
confined by K2, a 
masculine rebel robot - but 
this has nothing to do with 
being sexual - irrational 
("you are being rescued, 
please do no resist."); 
silenced 

x embodiment, empowerment, resistance - 
possibly situated knowledge - she 
doesn't trust the people who are helping 
her escape - she is a loner 

  

0:13:51 Jyn is brought to Rebel 
Alliance Headquarters. 
(ON YAVIN 4) She is 
told they need her help 
connecting with Saw and 
knows she has 
relationship with him. 
While Saw is also a 
Rebel, he is an extremist 
and they need someone 
to them in the door 
without being killed. An 
imperial pilot, sent my 
Jyn's father Galen, 
brought news of a 
"planet destroyer" to 
Saw and the Rebels want 
to get this information. 
They want to find Galen 
and bring him into from 
the of the (main council) 
to testify against the 
imperial regimes. IF she 
helps, they will set her 
free. She meets Cassian, 
a captain/pilot in the 
rebellion. He will be the 
one to take her to Saw. 

 (I want to point out 
here that in WW - 
when Steve and Diana 
meet the story does 
stop - freezes - but for 
both her and him - we 
know at this moment, 
they are going to get it 
on or at least be into 
one another - whereas 
with RO when 
Cassian and Jyn first 
meet there is ZERO 
chemistry - there is 
ZERO moment of 
pause - neither are 
thinking of each other 
in that way - is this 
more realistic - the - 
When Cassian first 
sees her, it is not 
sexualized in any way 
- he is just looking - 
sort of like - here a 
man who will be part 
of the story 

x at first she is silenced, in 
handcuffs, she is not 
allowed bodily freedom, 
she is uncontrolled (she 
must be controlled, she is 
irrational, - She is again 
made passive by the 
handcuffs and her face 
(body) is being exploited 
to connect with Saw - but 
this is not in a sexual way 
- hmmm 

x resistance, dissymmetry between the 
sexes, women'-based knowledge - (she 
only speaks when Mom enters - "what is 
this?", empowered (she does not really 
show fear at all - she speaks her truth, 
she is calm, she is rational, not 
necessarily as a man IMO ), 
countermemory (she does not disappear 
the past nor does she let it hold her back 
- she uses it, not forgetting the actual 
history or ignoring the actual history) 

  

0:17:45 Jyn, Cassian, and K2 
head to Jehda. Cassian is 
told that if he sees 
Galen, he is to 
assassinate him on sight. 

  x Cassian tells Jyn to give 
him the gun she found - 
but this is more like two 
people who don't trust 
each other but it happens 
to be a man telling a 
woman that she cannot 
have a gun - even though 
she says she knows how to 
use it. This him seeing her 
as irrational, uncontrolled 
- POSSIBLY - I know 
how to use it, that's what 
I'm afraid of - so that is it - 
that she needs to be 
controlled 

x empowerment - but she doesn't give in 
(trust goes both ways) - he lets her keep 
it. Experience. 

  

0:23:50 On Imperial occupied 
Jehda, Cassian and Jyn 
watch as Imperial ships 
take Kyber Crystal out 
of mines. Kyber crystals 
are used to power the 
death star. This is where 
Saw and his extremist 
rebel army are located. 

    x This is tricky - because there is this 
element of he is treating her like 
something of an equal but then he is still 
in charge - but in this scene, he gives her 
the binoculars to look through - she is in 
on the plan as she was a child - so it's 
like he is simply treating her a human - 
it seems - and then at some point he 
does get protective - but he says she 
know how to use a gun - she has agency 
in this scene - 

  

0:28:15 Jyn and Cassian walk 
around the streets of 
Jehda trying to find Saw. 

x There is a moment, 
really for the first time 
where we see her 
being "feminine" it's 
easily missable  
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WONDER WOMAN 
SAMPLE DATA COLLECTION SHEETS 

GENERAL 
 

TC ACTION APPEARANCE REACTION TO 
ACTION 

IN RELATION TO MEN WHAT SHE 
SAYS 

WHAT OTHERS SAY 

0:00:47 VO - she used to want to want 
to save the world but the closer 
you get the more you see the 
great darkness - zooming in on 
the Paris and the Louvre 

     

0:01:20 She is walking in front of the 
Louvre, among the glass 
pyramids - what one does when 
faced with the truth is more 
difficult than you think 

We only see the back of her 
head - her hair is dark brown, 
back in a ponytail, she wears a 
deep red flowing coat, black 
high heels boots - thin heels, 
she carries a grey purse with 
her 

    

0:01:47 She walks through the halls of 
the Louvre - I learned a long 
long time ago and now I will 
never be the same 

Her red coat drapes over her 
shoulders and also has a 
turtleneck action to it- she 
looks to be in her mid-20's, 
Minimal makeup, defined 
brows, understated red pouty 
lips, she does have eye 
makeup on - only eyeliner on 
her top lid and contouring eye 
shadow of greys, browns and 
blacks. While she looks fancy in 
her appearance, she does not 
wear earrings, her skin is 
flawless, no dark circles, no 
acne, no line on her face, in 
this shot, - No skin shown - so 
while she is feminine, she is 
covered, her skin comes out 
when she is kicking fucking ass 
- that is a great fucking point - 
that when she is Diana, she is 
sophisticated but does not 
show off her skin - her skin is 
for when she is physically 
powerful - I'm not sure what 
this is but can see if this is a 
pattern throughout 

This isn't really reaction to 
the action but she seems 
determined, she walks 
with purpose, she is not 
strolling 

 And now I will 
never be the 
same 

 

0:02:00 In her office at the Louvre - 
someone brings her a photo 
where she stands in the middle 
of several other men - it 
appears to be an old photo - 
like a tintype kind of thing - it is 
from Wayne enterprises - this 
means most likely bruce wayne 
- she looks at the photo - tears 
(?) well up a bit in her eyes 

She is wearing the same muted 
red color turtleneck that hugs 
her body, she wars a dark grey 
long pencil skirt, she is thin, 
her breasts are (what large for 
her frame) - they are there - 
she is not flat chested, we see 
the silhouette of her body - 
she is thin, small waist, flat 
stomach, shapely breasts, but 
her skin is not showing - her 
turtleneck has long sleeves, 
she is not showing her 
cleavage, her skirt is past her 
knees and she wears tights 
along with knee high boots - 
her brows are on point - 
hahaha - her nails are short, 
below the fingertip and 
painted in a similar muted, 
deep red 

The picture seems 
important to her - she 
leans in to look at it - she 
smiles slightly as tears 
begin to well in her eyes 

   

  IN THE BLACK AND 
WHITE/SEPIA TONED PHOTO - 
she is standing with two men 
on either side of her - one 
caucasian man about her 
height and age, a shorter man 
with a darker skin tone in a 
fedora hat and mustache, a tall 
American Indian man and then 
another caucasian man -  
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0:02:42 We see Diana as a little girl - she 
is running through the town 

She is maybe 6 or 7, she wears 
a beige tunic dress, her black 
hair is up in the sides in a braid 
with the remainder hanging 
down - she has metal arms 
guards on her lower arms - she 
has a little braided belt - she 
wears sandals 

she is smiling as she runs 
and smiling at people who 
say hi to her 

   

0:03:14 Diana watches women fight 
(train) - Antiope sees her and 
shakes her head, Diana smiles, 
her tutor calls her name she 
runs off, jumps off a cliff and 
her mother catches her 

 Diana pretends to fight 
and kick as she watches - 
grunting as she does - 
when she jumps off the 
cliff and her mother 
catches her (from falling 
into the ground) Diana is 
not afraid (Hello mother 
how are you?) 

 

 

 

0:04:41 She talks with her mother about 
starting training as they ride a 
horse through town 

   Don't you 
think it's time 
for me to start 
my training? 

Antiope thinks I'm ready - I could 
begin showing her some things - 
She is a child. There will be no 
training. 

0:05:30 Diana is put to sleep, her 
mother tells her the story of 
how she fought 

 Diana says she has heard 
how she was created 
before but she doesn't 
have some strong desire 
to know Zeus or how he is 
or find him or be with him 
- he is of little 
consequence to her 

This is the first mention of 
man - Zeus brought Diana to 
life - only he made her 
possible - this is not super 
highlighted and is seems like 
a (of course) a man had to 
be involved and this is how - 
ESPECIALLY is there is this 
idea of personal history to 
be taken into account - a 
woman did not just come 
from a woman, a woman, all 
children come from a man 
too - it,thus far from I what I 
know, a fact (?) - there will 
be a reaction, a relation to a 
father and then to men - 
given that 

 YOu are the most precious thing in 
the world to me. I wanted you so 
much I sculpted you out of clay. 

 THE STORY: Zeus made man in 
his image - mankind was good - 
Zeus' son was envious of 
mankind and wanted to corrupt 
then - he poisoned their hearts 
with jealousy - so the gods (not 
just Zeus - created the amazons 
to influence men's hearts with 
love to restore peace on earth - 
and for a brief time there was 
peace but it did not last - (SHE - 
her mother) lead the revolt - 
Zeus takes down Aries and with 
his dying breath, in case Aries 
should return, gives the 
Amazon's (the island) with a 
protective shield around it - this 
sequence ends with her mother 
and her overlooking the water 
(We give thanks to the gods for 
giving us this paradise) 

 While this is going on - it is 
overlaid with Diana 
sneaking out at night to 
train with Antiope - she 
expertly rides a horse, 
charging forward - (she is 
already beginning to trust 
her body and what she can 
do with her body) 

   

0:09:20 Diana asks if she can see the 
god killer  Diana is not afraid of what 

her mother tells her - she 
wants to know more - she 
wants to see the god killer 

   

0:09:50 Her mother brings her to see a 
sword in the tower - Diana 
thinks it is beautiful - who 
would wield it 

 She is impressed with the 
sword - she smiles slightly 
- and the sword becomes 
her desire - we see desire 
in her eyes for the sword 

  only the fiercest among us could 
and that is not your Diana. You are 
safe and there is nothing you 
should concern yourself with. 
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APPENDIX 6 
WONDER WOMAN 

SAMPLE DATA COLLECTION SHEETS 
THE MALE GAZE AND LEVELS OF SEXUAL DIFFERENCE 

 
TC SCENE 

DESCRIPTION 
MG WHY SD1 WHY SD2 WHY SD3 WHY 

0:00:47 VO - she used to want 
to want to save the 
world but the closer 
you get the more you 
see the great darkness 
- zooming in on the 
Paris and the Louvre 

x She is attractive - but she is 
walking down the hall by 
herself - no one sees her - is 
she at the effect of the MG 
- she is coded for femininity 
- long hair, makeup, thin, 
perfect skin, heels, pretty, 
she has a sexy walk , 
confident walk - she carries 
a purse, she is in fashion - 
she stands out as an 
attractive woman in the 
scene (?) - so within the 
universe (but this is where 
it gets tricky with what is 
attractive - she is attractive 
because we say she is - not 
because the universe of her 
world says so, so I can't 
really bring in this in right 
now - meaning, on her 
own, without knowing how 
people respond to her, I 
have no idea if she is 
attractive or not - On the 
island she is NOT at the 
effect of the male gaze - 
she simply isn't - you have 
to wonder, (every time I 
use this word I will not 
mean it as a pun - there are 
a few times when this is 
used without a pun use and 
other times it is - it will be 
obvious and I will point it 
out - but basically until I 
know she is - but she is 
coded for femininity within 
OUR world - BUT HER world 
and OUR world is the SAME 
WORLD so from there and 
in this way I will can say 
that yes, she is coded for 
femininity - so not that 
coded for femininity 
because of the creation of 
her as a character but 
because she lives in the 
same world I do - she works 
at the fucking louvre 

x She talks about how mankind 
is both light and dark - THIS is 
already extremely 
phallogocentric - I can't think 
of a better example of 
phallogocentrism than the 
term "mankind" - ALSO SHE is 
in a phallogocentric 
panopticon - literally the force 
field around the island hidden 
tucked away - like Sphinx in 
the City - 

  x She has a VO here - where she has 
learned things about man and 
mankind and now she will never 
be the same - she is walking while 
this VO is going on - is this what 
she is thinking while is walking 
down the hall - She is very much 
like B & I - 

0:01:20 She is walking in front 
of the Louvre, among 
the glass pyramids - 
what one does when 
faced with the truth is 
more difficult than you 
think 

        

0:01:47 She walks through the 
halls of the Louvre - I 
learned a long long 
time ago and now I 
will never be the same 
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0:02:00 In her office at the 
Louvre - someone 
brings her a photo 
where she stands in 
the middle of several 
other men - it appears 
to be an old photo - 
like a tintype kind of 
thing - it is from 
Wayne enterprises - 
this means most likely 
bruce wayne - she 
looks at the photo - 
tears (?) well up a bit 
in her eyes 

 (this man does not linger to 
look at her FYI)   x this also mixes with I would 

say women-based 
knowledge, - JUST HER AS 
REPRESENTATION - but how 
do you measure that, and 
why didn't I have this 
experience with Jyn? 
Hmmm - countermemory, 
experience, maybe situated 
knowledge - what I am 
looking for BEYOND 
knowing the story is HOW 
do we know, see that this is 
situated knowledge - as in 
this knowledge is being 
used for something - She is 
something of a big long 
countermemory when she 
talks about the whole story 
and says it over and over 
again - something of like 
someone saying "yes, but 
power structures - not 
allowing other to 
conveniently forget that 
which does not interest 
them or they think is 
irrelevant" - 

x I would say in this moment - she is 
split, fractured, she herself is a 
split, fractured being - in general, I 
would say she is nailing this 
section the entire time - she is a 
god in a feminine body - look out 
to see if she or anyone ever calls 
her woman (the amazons) - They 
do though because they are 
keeping it a secret - but at this 
moment - When she this photo, 
when the photo was taken she did 
not know she was a god, she 
thought she was only amazon, but 
now she knows - she LIVES as split, 
fractured, she has a day job and 
she is wonder woman - she is also 
timeless - she looks the same - as 
in age - as the woman in the photo 
- 

0:02:42 We see Diana as a 
little girl - she is 
running through the 
town 

 There is no man here so 
there is no male gaze??? 
But they did live when 
there was man and they 
were created by a 
masculine god - this is 
where I think semantics 
gets crazy 

  x embodied, empowered - 
she is running, happy - 
hmmm - she is already 
having her own opinion and 
voice - "Don't you think it's 
time to start my training?" 

  

0:03:14 Diana watches women 
fight (train) - Antiope 
sees her and shakes 
her head, Diana 
smiles, her tutor calls 
her name she runs off, 
jumps off a cliff and 
her mother catches 
her 

    x she is seeing women who 
are embodied as fuck - and 
she wants to be like them - 
9if she can see it she can be 
it) - the amazons are one 
long history - one living 
memory of Zeus and they 
are also locked away 

  

0:04:41 She talks with her 
mother about starting 
training as they ride a 
horse through town 

        

0:05:30 Diana is put to sleep, 
her mother tells her 
the story of how she 
fought 

x This is hard because they 
were made by Zeus - "he 
called his creation Man and 
mankind was good" 

x phallogocentric???     

 THE STORY: Zeus made 
man in his image - 
mankind was good - 
Zeus' son was envious 
of mankind and 
wanted to corrupt 
then - he poisoned 
their hearts with 
jealousy - so the gods 
(not just Zeus - 
created the amazons 
to influence men's 
hearts with love to 
restore peace on earth 
- and for a brief time 
there was peace but it 
did not last -  

x The purpose of the 
amazons was to restore 
peace to the earth - 

x The gods created amazing to 
influence men's hearts - when 
it is clear in the image that 
women were fighting as well 
so even in Wonder Woman - 
man is still considered that 
which speaks for all - it is still 
the universal - not even here 
did they want to get out of it 
or come up with something 
new - they could have said 
anything - yes, of course there 
is legend and what has been 
said in the past but what 
about creating a whole new 
myth?  

  x Diana is also a weapon here - she 
is the God Killer, so she is a 
warrior, a female, an amazon, a 
god, and a weapon, and now she is 
also curator of some kind at the 
Louvre of ancient battle relics. 

0:09:20 Diana asks if she can 
see the god killer   x "only the fiercest among us 

could and that is not you 
Diana" - she is protecting 
her?? 

    

0:09:50 Her mother brings her 
to see a sword in the 
tower - Diana thinks it 
is beautiful 
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